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nPE^HCJIOBHE 

B KHHre npeACTaBJieHbi CTaTbH Ailcepopbi ^yHKaH, HanHcaHHbie c 1903 no 1927 ropbi, n 
0(J)0pMJieHHbie b aBTOpCKHH cOopHHK nop Ha3BaHneM "HcKyccTBO TaHpa". YHHKajibHbin 
TeopeTnnecKHH n MeTopmiecKHH MaTepnan no3BOjnieT npocMOTpeTb 3Tanbi CTaHOBJieHmi 
n pa3BHTH^ TexHHKH TaHpa, KOTOpbiH Ailcepopa o6o3Hannjia KaK hobbih cbo6ophbih 
TaHen, - "TaHen 6ypyipero". PaHee 3th CTaTbH He 6biJin pocTynHbi b pyccKOM nepeBope, 
hto cocTaBJiaeT 6e3ycjiOBHyio neHHOCTb pamibix MaTepnanoB. OTpenbHbie (J)pa3bi n 
Mbicjin ^ymcaH o TaHpe mo>kho BCTperaTb b KHnre "Mon mom.", ho 3to Bcero jihhib 
OT^ejibHbie pa3p03HeHHbie cfipameHTbi tckctob, HanncaHHbix b pa3Hbie ropbi. 
IIpoOjieMaTHKa Bonpoca 3aKJiiOHaeTcn b tom, hto cpepn HCKyecTBOBepoB h xopeorpacfioB 
ObiTyeT MHeHne, 6ypTO Aiicepopa ^yHKaH CTajia 3HaMeHHToii Jinuib chjioh cBoero 
nepcoHajibHoro TajiaHTa h Onaropapn o6anmno xapH3Mbi. TaKnce ee nonynnpHOCTb 
HenocpeflCTBeHHO yBfl3biBaeTcn c ee jho6obhbimh noxoncpeHmiM h 6jih3khmh 
HHTHMHbIMH B3aHMOOTHOHieHmiMH C CepreeM EceHHHbIM. IIpH 3TOM, KaK npaBHJIO, 
yTBepncpaeTcn, hto TaHep Ailcepopbi yrneji BMecTe c Hen HaBcerpa, h, 6ojiee toto, hikojibi 
h MeTOflHKH njiacTHnecKoro cboOophoto TaHpa He ocTanocb BOBce. 

CnyCTH nOHTH 100 JieT nOHBHJiaCb B03M05KH0CTB nOflpoSHO, B OpHTHHaJIbHOM 
H3JIO>KeHHH, H K TOMy )Ke Ha pyCCKOM H3bIKe, npeflCTaBHTb HIHpOKOH nyOjIHKe 
TBOpnecKne, 3CTeTHHecKHe h 3THHecKHe B033peHmi reHHanbHOH TaHpoBipHpbi, 
BOCCTaHOBHTb CnpaBepJIHBOCTB, H nOKa3aTb JI5KHBBIH nacf)OC yHHHHHCHTeJIbHbIX 
3anBJieHHH. Aiicepopa ^yHKaH - peBOJHOHHOHep TaHpa. OHa He CTaBHJia uejibio 
pe<j)opMHpoBaTb hjih co3paTb ppyroil OajieTHbin CTaHOK, OHa CTaBHJia CBoeil Hejibio 
C03paTb npHHHHnHajibHO hobbih TaHeu, nocTpoeHHbiH no rapMOHHHecKHM 3aKOHaM 
Hhctoto HcKyccTBa. 

COopHHK "HcKyccTBO TaHpa" npeTBOpneT 6-th TOMHoe MeTopmiecKoe noco6ne 
"TexHHKa TaHpa Ailcepopbi ^yHKaH", b kotopom noppoSHO ccfiopMyjiHpOBaHbi h 
pacKpbiTbi MeTOAHHecKne npHHHHnbi h TexHHHecKHe npneMbi o6yneHmi CBo6opHOMy 
Tamiy "b crane ^ymcaH". Pbpamie appecoBaHO npaKTHKyioipHM TaHpopaM, 
xopeorpacJiaM, HCKyecTBOBepaM h uinpoKOMy Kpyry HHTaTejien, kto b peTajinx 
HHTepecyeTca CHCTeMOH rapMOHHHecKoro TaHpa, opHoil H3 pocTOHHeinHHx 
npepcTaBHTejieii KOTOporo HBJineTcn jihhho AScepopa ^yHKaH. 

Ojibza Tpyjib 


taheij Ey^ynjEro 

Memi npocHJiH, hto6bi x BbiCKa3ajiacb o TaHue Oypyipero. Ho KaK MHe cpenaTb 3to? MHe 
KanceTcn, eipe He npHnuio Moe BpeMn; JieT b miTbpecnT x, bo3mo)kho, cyMeio CKa3aTb hto- 
HnSypb no 3TOMy Bonpocy. KpOMe toto, x He npepcTaBJinio ce6e, hto Mory x CKa3aTb o 
CBoeM TaHpe. JIioph, CHMnaTH3HpyiomHe Moeil penTenbHOCTH, BepHO, Jiynine Memi caMoil 
noHHMaiOT, nero x coSctbchho xony, k neMy CTpeMJiiocb; a CHMnaTH3HpyioipHe en, x 
yBepeHa, 3HaiOT Jiynine Memi noneMy. Pa3 Memi cnpocnna opm paMa, noneMy x TaHpyio 
6oca x, x en oTBeTHJia: «3to noTOMy, hto x nyBCTByio OjiaroroBeHne nepep KpacoToii 
HeHOBenecKOH hoth». 
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JlaMa 3aMeTHJia, hto OHa He Hcnbirajia stoto nyBCTBa. 31 cica3ana: «Ho, cynapbiiiH, 
Heo6xoAHMO nonyBCTBOBaTB 3to, noTOMy hto (J)opMa h njiacTHHHOCTb Horn 
HeHOBenecKOH - BejiHKan no6e//a b hctophh pa3BHTHH HejiOBeKa». - «3I He Bepio b 
pa3BHTHe HejiOBeKa»,- B03pa3HJia %aMa. «3I yMOJiKaio,- CKa3ana a,- Bee, hto a Mory 
c^ejiaTb, 3to OTOCJiaTb Bac k mohm noHTeHHbiM yHHTejiHM Hapjib3y ,H,apBHHy h 3pHCTy 
reKKejiio».- «J\a a,- CKa3ana %aMa,~ He Bepio hh Bapjib3y /JapBHHy, hh 3pHCTy TeKKejno». 
TyT y>K a He Hanuiacb, hto CKa3aTb eii Ha 3to. Bbi BH^HTe, a coBceM He yMeio ySoK^aTb 
jnofleii, h Jiynnie 6bi MHe BOBce He tobophtb. Memi H3BJieKJiH H3 OAHHonecTBa Moeii 
pa6oneH KOMHaTbi bo hms SjiaroTBOpHTejibHOCTH, h bot a ctoio nepe/i bbmh, po6en h 
3aHKaacb, coSnpaiocb c,nejiaTb BaM /lOKJia/i o TaHpe Sy^ymero. 

TaHeu, 6yflymero, ecjin oSpaTHTbcn k nepBOHCTOHHHKy bchkoto TaHpa, - b npHpo^e, 3to 
TaHeu AaJieicoro nponuioro, 3to TaHeu,, KOTopbiii 6biJi h bchho ocTaHeTcn HeH3MeHHbiM. B 
HeH3MeHHOH BeHHOH TapMOHHH ABHHCyTCH BOJIHbl, BeTpbl H Hiap 3eMHOH. H He HfleM HCe 
mbi k Mopio, He BonpomaeM y oxeaHa, KaK //BHrajicn oh b npomjiOM, KaK 6y//eT oh 
ABuraTbca b 6ynymeM; mbi nyBCTByeM, hto ero /iBHHceHHH eooTBeTCTByiOT npupo^e ero 
BO JX, BeHHO COOTBeTCTBOBaJIH eii H BeHHO 6yp,yT ei1 COOTBeTCTBOBaTb. 

J\ a h ABH>KeHHii 3Bepeii, noxa ohh Ha CBo6ofle, Bcer^a - jihihb Heo6xo,HHMoe ejie/iCTBHe 
HX CymeCTBOBaHHH H TOH CBH3H, B KOTOpOH CTOHT HX 5KH3HB K 5KH3HH 3eMJIH. 3aTO, KaK 
tojibko jiioflH npupynaT 3Bepn h c bojih nepeHecyT ero b TecHbie paMKH HHBHJiH3au,HH, oh 
T epiieT enoeo6HOCTb ABHraTbCH b nojiHoii rapMOHHii c BejiHKOH npupo/iOH, h /iBHHceHHH 
ero cTaHOBHTCH HeecTecTBeHHbi h HeKpacHBbi. 

/jBHHCeHHH flHKapH, HCHBHieTO Ha CBOSOfle B TeCHeHHieil CBH3H C npHpOAOH, 6bIJIH 
HenoepeflCTBeHHbi, ecTecTBeHHbi h npeKpacHbi. Tojibko Haroe Tejio MO>KeT 6 bitb 
eCTeCTBeHHO B CBOHX ABHHCeHHHX. H, AOCTHTHyB BepIHHHBI HHBHJIH3aHHH, HeJIOBeK 
BepHeTcn k HaroTe; ho 3to ynce He 6yp,QT 6ecco3HaTejibHaH HeBOJibHan HaroTa AincapH. 
HeT, 3 to 6y^eT co3HaTejibHaH //oSpOBOJibHan HaroTa 3pejioro nejiOBeKa, Tejio KOTOporo 
Sy^eT rapMOHHHecKHM BbipanceHHeM ero ^yxoBHoro cymecTBa. ^bhhcchhh stoto 
nejiOBeKa Sy^yT ecTecTBeHHbi h npeKpacHbi, KaK ABHnceiiHH ^hK apH, KaK /iBHHceHHH 
BOJIBHOTO 3BepH. 

Kopua ABH>KeHHe BcejieHHoii eoepe/iOTOHHBaeTCH b HH/piBH/iyajibHOM Tejie, oho 
npoHBJineTCn KaK bojih. HanpuMep, //BHHceiiHe 3eMJiH KaK cpeflOTOHue OKpyncaiomHx ee 
chji HBJineTCH ee BOJieii. H 3eMHbie cymecTBa, KOTopbie b cboio onepe^B HcnbiTbraaiOT h 
KOHueHTpupyiOT b ce6e BJiHHHHe sthx chji, BonjiomeHHoe h nepe^aHHoe no Hacjie/iCTBy 
hx npe^KaMH h o6ycjiOBJieHHoe hx OTHOiueHueM k 3eMJie, pa3BHBaiOT b ce6e CBoe 
HHflHBHAyajibHoe /iBHHceHHe, KOTOpoe mbi Ha3bmaeM iix BOJieu. 

H HCTHHHBIH TaHeil HMeHHO H flOJOKCH 6bl 6bITb 3THM eCTeCTBeHHBIM THTOTeHHeM BOJIH 
HHflHBH^yyMa, KOTOpan caMa no ce6e He 6ojiee h He MeHee KaK TuroTeHne BcejieHHoii, 
nepeHeceHHoe Ha jihhhoctb nejiOBeKa. 

Bbi, KOHenHO, 3aMeTHJin, hto h //epncycb B3TJIHAOB IIIoneHrayspa h roBOpio ero 
BbipaHceHHHMH; ero cjiOBaMH h //eiicTBHTejibHO Jiynuie Bcero Mory Bbipa3HTb to, hto 
xoTejia CKa3aTb. 

^BHHCeHHH, KOTOpbIM yHHT HIKOJia 6aJieTa HaiHHX AHeil, ABHHCeHHH, KOTOpbie TipeTHO 
SopiOTCH C eCTeCTBeHHbIMH 3aKOHaMH THTOTeHHH, C eCTeCTBeHHOH BOneil HHJTHBHJiyyMa H 
COCTOHT B TJiy60K0M npOTHBOpeHHH, KaK C HBH/KeiHHIMH, TaK II C (J)OpMaMH, C03/13 IIIIbl Mil 
npHpo/iOH, - 3 th /jBHHceHHH no cymecTBy cBoeMy Secnjio/iHbi, to ecTb He ponc/iaiOT c 
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HeH36e>KHOH Heo6xOflHMOCTbK) HOBbIX 6y/iymHX cj)opM, HO yMHpaioT Tax ace, XaX H 
npoH3oniJiH. BbipaaceHHe, xoTOpoe TaHeu Harneji ce6e b SaaeTe, rae aoiiCTBHa Bceraa 
BHe3anHO oSpbiBaiOTca h b cbmhx ce6e HaxoanT cboio CMepTb, rae hh aBHaceHHe, hh 
no3a, hh pHTM He poacaaiOTca b npHHHHHoii CBa3H H3 npeatiaymero h b cboio onepeaB 
HecnocoSHbi aaTb HMnyjibc npHHHHHO-caeacTBeHHOMy aeHCTBHio, - ecTb BbipaaceHne 
flereHepauHH Bcero acHBoro. Bee aBHaceHna coBpeMeHHoii 6aaeTHOH ihxojibi - 
SecnaoflHbie aBHaceHna, h6o ohh npOTHBoecTecTBeHHbi, h6o ohh cTpeMaTca co3aaTb 
Haaio3HK), 6yaTO 6bi j\jik hhx 3axoHbi TaroTeHna He cymecTByiOT. IlepBOHaHanbHbie, nan 
ocHOBHbie, ABHaceHHa HOBoro ncxyccTBa TaHH,a aoaacHbi HecTH b ce6e 3apoaBini, H3 
xoTOporo Moran 6bi pa3BHBaTbca Bee nocaeayiomHe aBHaceHna, a Te b cboio onepeat 
poacaaan 6bi b SecxoHeHHOM eoBepmeHCTBOBaHHH Bee Bbicmne h Bbicmne cfiopMbi, 
BbipaaceHHe bbichihx Haeii h mothbob. 

TeM ace, xto Bee eipe nepnaeT yaoBoabCTBHe b aBHaceHHax coBpeMeHHoii SaaeTHoii 
hixohbi, TeM, xto eipe yBepeH, hto coBpeMeHHbiii 6aaeT MoaceT 6bitb onpaBaaH xaxHMH- 
an6o HCTOpHHeexHMH, xopeorpa(|)HHecxHMH hhh HHbiMH MOTHBaMH, TeM a cxaacy, HTO 
ohh He cnocoSHbi BHaeTb aaabme SaaeTHOH ioSohxh h Tpnxo. Ecjih 6bi B30p hx mot 
npOHHXHyTb ray6ace, ohh 6bi yBHaean, hto noa io6oHxaMH h Tpnxo aBHacyrca 
npOTHBoecTecTBeHHO o6e3o6paaceHHbie Mbmiubi; a ecan mbi 3araaHeM eipe ray6ace, to 
noa MbimpaMH mm yBHTHM TaxHe ace o6e3o6paaceHHbie xocth: ypoaJiHBoe Teao h 
HCxpiiBaeHHbiii cxeaeT naarneT nepea HaMn! Hx H3ypoaoBaao HeecTecTBeHHoe naaTbe h 
HeecTecTBeHHbie aBHaceHna - pe3yabTaT yneHHa h BoenHTaHna, a pjw coBpeMeHHoro 
6aaeTa 3to HeH36eacHO. Beab oh Ha tom h 3nacaeTca, hto o6e3o6paacHBaeT ot npHpoati 
xpacHBoe Teao acemiiHHbi! Hnxaxne HCTOpHHecxne, xopeorpa(J)HHecxHe h nponne 
ocHOBaHHa He Moryr onpaBaaTb stoto. flaaee, 3aaana Bcaxoro ncxyccTBa - cayacHTb 
BbipaaceHneM bbichihx h hvh iu hx naeaaoB neaoBexa. CxaacHTe, xaxne ace naeaabi 
BbipaacaeT 6aaeT? 

Hexoraa TaHeu 6bia caMbiM SaaropoaHbiM ncxyccTBOM, Oh CHOBa aoaaceH CTaTb 
TaxoBbiM. Oh aoaaceH BcnabiTb co ana, Ha xoTOpoe onycTHaca. TaHH,OBiH;Hu,a 6yaymero 
noaHHMeTca Ha Taxyio BbicoTy eoBepineHCTBa, hto cTaHeT nyreBoanoH 3Be3aon 
apyrnx ncxyccTB. XyaoacecTBeHHO H3o6pa3HTb to, hto 6oaee Bcero 3aopOBO, npexpacHO 
H HpaBCTBeHHO, - BOT MHCCHa TaHH,OBIH,HHbI, H 3TOH MHCCHH a nOCBamy CBOIO aCH3Hb. 

Moh HBeTbi MHe Toace HaBeBaioT MenTy o hobom Tamje, Ha3Baaa 6bi ero: «CBeT, 
abiomniica Ha 6eabie HBeTbi». 3tot TaHeu nyrxo nepeaaa 6bi cbct h 6eaH3Hy hbctob 
nepeaaa 6bi Tax hhcto, Tax cnabHO, hto aioan, yBHaeBiHHe ero, cxa3aan 6bi: «Bot 
aBHaceTca nepea HaMH aynia, yBHaeBinaa CBeT, aynia, noHyBCTBOBaBHiaa 6eaH3Hy 6eaoro 
HBeTa». «Baaroaapa ee acHOBnaeHHio mbi ncnoaHaeMca paaocTbio aBHaceHna aerxnx 
Beceabix cymecTB». «Hepe3 ee acHOBnaeHne h b Hac BaHBaeTca aacxoBoe aBHaceHne Been 
npupoati, Boeco3aaHHoe TaHu,oBmnHeH». «Mbi nyBCTByeM, b Hac canBaiOTca xoaeSamia 
CBeTa c npeacTaBaeHneM cBepxaiomeH 6eaH3Hbi». «3tot TaHeu, aoaaceH CTaTb MoaHTBon! 
Kaacaoe ero aBHaceHne aoaacHO bo3hochtb cBoe xoaeSamie ao caMoro He6a h 
CTaHOBHTbca nacTbio BenHoro pHTMa BceaeHHOH». 

HaiiTH ana HeaoBeHecxoro Teaa Te npocTbie aBHaceHna, H3 xoTOpbix b bchho 
MeHaiomenca, SecxoHeHHOH h ecTecTBeHHOH noeaeaoBaTeabHOCTH pa30BbioTca Bee 
aBHaceHna Syaymero TaHpa, - bot 3aaana SaaeTHoii rnxoabi Harnux aneii. Hto6bi sto 
noHaTb, nocMOTpHTe Ha TepMeca rpexoB nan xax ero H3o6paacaiOT HTaabaHHbi paHHero 
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Bo3pc»K,neHJM. Oh npeflCTaBJieH jioxaipHM Ha BeTpe. Ecjih 6bi xy/ioxtuixy 3axoTejioct 
npH^aTB ero cTone BepTHxajibHoe nojio>xeHHe, oh 6biji 6bi coBepmeHHO npaB: Be^t 6or, 
jiOKaniHH Ha BeTpe, He xacaeTcii 3eMJiH. Ho b MyapoM 3H3HHH, hto hh o^ho ABH>xeHHe He 
SyneT npaBflHBbiM, ecjin oho He Bbi3breaeT b Hac npeflCTaBJieHHH o cjieAyiOHiHx 3a hhm 
ABH>KeHH5ix, CKyjibnTOp npeACTaBHJi TepMeca Tax, hto CTona ero xax SynTO hokohtch Ha 
BeTpax, h 3thm oh Bbi3biBaeT y 3pHTejiH BnenaTJieHHe BeHHO cyiipix ABH>xeHHH. Bciixyio 
no3y, BCHKoe Bbipa^xemie h Morjia 6bi b3htb juiz npHMepa. Cpe^H tbichh cfmryp, 
H3o6pa>KeHHbix Ha rpenecxHx Ba3ax h CKyjibnTypax, bbi He Han^eTe hh o^hoh, ABH>xeHHe 
KOTOpoii He Bbi3biBano 6bi Hen36e5KHO cjieAyiOHiero. Tpexu 6bijih HeoSbixHOBeHHbiMH 
HaSjnoAaTejiHMH npupo^bi, b xoTOpou Bee Bbipa>xaeT SecxoHeHHoe, Bee HapacTaiomee 
p33BHTHe - p33BHTHe, He HMeiOHjee HH KOHU,a, HH OCTaHOBOK. TaXHe ABH5KeHHH Bcer^a 
6ynyr 3aBHceTb ot nopo>x,naiomero hx Tejia h ,zioji5XHbi 6y/iyT BnojiHe eMy 
COOTBeTCTBOBaTb. ^BH^XeHHH >Xyxa eCTeCTBeHHO COOTBeTCTByiOT ero o6jIHKy, ABHJXeHHH 
Horna^H COOTBeTCTByiOT ee cjio>xeHHio; coBepmeHHO Tax >xe abhjxchhh HejiOBeHecxoro 
Tena flOJHXHbi COOTBeTCTBOBaTb CBoen cfiopMe. H /ja^xe Sojibiue toto, ohh flOJHXHbi 
COOTBeTCTBOBaTb ero HHflHBHflyajibHOMy oSjiHxy: TaHeu, AByx jihh hh b xoeM cjiynae He 
flOJHXeH 6bITb TOJXAeCTBeHHbIM. 

npHHHTO AyMaTb, HTO TaHeH flOJDXeH 6bITb TOJIbXO pHTMHHCH, a cfiurypa H cjioxeHHe 
TaHpopa He HMeioT HHxaxoro 3HaneHHH; ho 3to HeBepHo: o^ho aojhxho BnojiHe 
COOTBeTCTBOBaTb ApyroMy. rpexH niy6oxo nyBCTBOBajiH 3to. Bo3bMeM xoth 6bi TaHeu 
3poca. 3to TaHeu, peSeHxa. ,H,BH5xeHHii ero MajieHbxux TOJiCTeHbXHx pynoHOx BnojiHe 
OTBenaioT CBoeu (JiopMe. nofloniBa o^hoh hoth cnoxoimo onupaeTCH Ha ocHOBaHHe - 
no3a, xoTOpan 6biJia 6bi HexpacuBa b pa3BHTOM Tejie: Taxoe flBH>xeHHe 6bijio 6bi 
HeecTecTBeHHbiM h Bbmy>x,ne hhbim . TaHeu carapa Ha cne^yiomeM pucyHxe hocht 
coBepmeHHO hhoh xapaxTep. Ero ABroxemui - abhjxchhh 3penoro h MyexyjiHCToro 
MyjxHHHbi, ohh yflHBHTejibHO rapMOHHpyiOT c ero TenocnoxeHHeM. 

Bo Bcex cbohx xapTHHax h cxyjibnTypax, b apxHTexType h no33HH, b TaHpe h Tpare^HH 
TpeXH 3aHMCTBOBaJIH CBOH ,ZIBH>XeHHII H3 ABH5XCHHH npHpOflbl. ilCHeH BCCTO 3TO BH7THO B 
hx H3o6pa>xeHHiix 6 otob: rpenecxHe 6 oth - 0JiHu,eTB0peHHe chji npupo^bi; xax 
ojiHueTBOpeHue chji npupo^bi ohh Bcer/ia H3o6pa>xeHbi b nojio>xeHHH, xoTOpoe Bbipa^xaeT 
xoHHeHTpauHio npOHBJieHHH 3 thx chji. Bot noneMy rpenecxoe HcxyccTBO He ocTajiocb 
TOJibxo Hau,HOHajibHbiM h xapaxTepHbiM - oho 6biJio h BeHHO 6y/ieT HexyceTBOM Bcero 
HejioBeHecTBa. 

Bot noneMy, xor^a h TaHuyio 6ocan no 3eMJie, n npuHHMaio rpenecxHe no3bi, Tax xax 
rpenecxue no3bi xax pa3 h hbjhhotch ecTecTBeHHbiMH nojioxeHHHMH Ha Harneii njiaHeTe. 
Bo bchxom HcxyccTBe Haroe ecTb caMoe npexpacHoe. 3Ta HCTHHa o6meH3BecTHa. 
Xy^o)XHHx, cxyjibnTOp, no3T - Bee pyxoBOflCTByiOTCH eio, tojixxo TaHpop 3a6biJi o Hen. 
Tor/ia xax HMemio oh h ^ojDxeH 6bi Jiynme Apyrux noMHHTb ee: Be^b MaTepuaji ero 
HCxyecTBa - caMO HejiOBenecxoe tcjio. 

B co3epuaHHH HejiOBeHecxoro Tejia h cuMMeTpun ero cfiopM nejiOBex noHepnHyji nepBoe 
noHHme xpacoTbi. H HOByio rnxojiy Tanua ^ojhxhbi cocTaBHTb Te HBii/xenim, xoTopbie 
ctoht b TecHeHHieii rapMOHHH c coBepmeHHoii (JiopMoii HejiOBeHecxoro Tejia h xoTopbie 
caMH flon^xHbi pa3BHBaTb h coBepiueHCTBOBaTb Tejio HejiOBexa. 

Pa^H 3 toto Synymero Tam;a h h HaMepeHa paSoTaTb. Xoth He 3Haio, oGjia^aio jih h 
H y^xHbiMH HJia toto xanecTBaMH. Mo>xeT 6biTb, y Memi HeT He TOJibxo reHHajibHOCTH, ho 
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h TanaHTa, h TeMnepaMeHTa; 3aT0 n 3HaK): y Memi ecTb o^ho - bojih. 3Heprn^ h bojm 
no^Hac MorymecTBeHHeii reHHajibHOCTH, TanaHTa h TeMnepaMeHTa. 

IIo3BOJibTe MHe 3apaHee oTnapnpOBaTb Bee, hto MonceT 6bitb CKa3aHO o Moen 
HeenoeoSHOCTH bbihojihhtb cbok) 3a^any, cneflyiomeH Sacemcoii. 

Both CMOTpenn ckbo3b CTeKJWHHyio Kpbirny Moero aTente, h A(J)HHa CKa3ana: «OHa He 
yMHa, OHa BOBce He yMHa, HanpOTHB, OHa HeoSbiKHOBeHHO rnyna». 

H ,n,eMeTpa B3rjniHyjia Ha Memi h CKa3ajia: «,3,a Be^b cma HCTOipeHa, 3Ta ManiOTKa! OHa 
He noxonca Ha mohx BbicoKorpyubix flonepen, nrpaiomHx b EjiHceiiCKHx nomix. Be^b y 
Hee mo)kho Bee pe6pa nepecnHTaTb; HeT, He ^ocTOHHa OHa TaHHeBaTb Ha Moen 
np0CT0pH0A0p05KH0H 3eMJie». 

HpH^a B3TJWHyjia h CKa3ajia: «IIocMOTpHTe-Ka, xax HeyKJiionce OHa flBHnceTcn, OHa h 
noH^THn He HMeeT o SbicTpon, npenecTHOH njincxe KpbiJiaTbix cymecTB». 

IlaH nocMOTpen h cKa3an: «Hto? MonceT 6bitb, OHa BOoSpancaeT, hto nomma ABHnceHHii 
mohx caTHpoB, mohx BejiHKOJienHbix ABypornx pe6nT, ot KOTopbix BeeT Been rpOMa^HOH 
5KH3HBK) JieCOB H BOfl!» 

H eipe Tepncnxopa, OKHHyB npe3pHTenbHbiM b3tjwaom, npopOHHJia: «3 to OHa Ha3biBaeT 
TaHpeM, Be^b ee hoth flBHncyTcn neHHBbiMH rnaraMH kphbohotoh nepenaxH!» 

Both paecMenjiHCb. 

31 nee CMeno CMOTpena BBepx ckbo3b cTeKJWHHyio Kpbirny h CKa3ana: «0 SeccMepTHbie 
Both, ncHBymne Ha OnHMne h nKTaiomnecn aM6p03Hen h mcaobbimh npnHHKaMH, BaM He 
HyncHO nnaTHTb 3a KBaprapy h no cneTaM H3 SyjiOHHOH, He ocync^aHTe Memi Tax 
npe3pHTenbHO! FtpaB^a, o AcfiHHa, n He Myzipa, h ronoBa moh ^OBOJibHO-TaKH 3anyTaHHan 
HiTyKa, ho npn cjiynae n HHTaio cnoBa Tex, kto 3arjnmBiBan b SecKOHenHyio CHHeBy tbohx 
rna3, h n CMnpeHHO ckjiohjho cboio nycTyio ronoBy nepefl ajiTapnMn! O /JeMeTpa co 
CBflipeHHbiM BeHKOM, npaB^a, hto npeKpacHbie nceHipHHbi TBoeii HinpoKOflOponcHOH 
3eMJiH He npHHajin 6bi Memi b CBoe hhcjio, ho nocMOTpH, n cSpocHJia cboh caH^ajinn, 
hto6bi hoth moh c SjiaroroBeHneM npHKacajiHCb k TBoeii ncHBOTBOpHOH noHBe, h n nena 
tboh CBnmeHHbie necHH npe^ BapBapaMH Haninx ^Hen, h MHe y/ianocb 3acTaBHTb hx 
BHHMaTb hm h noHyBCTBOBaTb hx KpacoTy. H tbi, o 3JiaTOKpbiJian HpH^a! IIpaB^a, 
Tnncenbi moh ^BHnceHbn, ho Apyrne fleBbi Moero nproBamni eipe Bojibine norpeniHJiH 
npOTHB BeHHbIX 3aKOHOB TJDKeCTH, OT KOTOpbIX JIHHIb Tbi, npeKpaCHan, CB06o,ZIHa. Ho H 
Moen CKpOMHOH 3eMHOH JTy TTI H KOCHyjIOCb BenHHe TBOHX KpblJIbeB, H HaCTO B03H0CHJia n 
mojihtbbi k TBoeMy oBo^pfliomeMy H3o6panceHHio. H tbi, o naH, tbi, kotopbih cncajiHJicn 
h npHnacKan Se^Hyio ncHxeio b ee CKHTamnix, He .nyMan Tax nnoxo o mohx po6khx 
nonbiTKax TaHpeBaTb b tchh tbohx necoB. H tbi, o HeoSbiKHOBeHHan Tepncnxopa, nornjiH 
MHe HeMHoro yremeHHfl h chjibi, hto6bi bcio >KH3Hb n Morna B03BemaTb TBoe MorymecTBO 
Ha 3eMJie, h nocne b tchhctom A^e moh Ayrna nycTb Tonce TamiyeT Jiynnine TaHHbi b 
necTb Te6n. 

H bot caM 3eBC CKa3an: «npoflOJincaH h Ha^enon Ha enpaBeflJiHBOCTb SeccMepTHbix 
6otob. Ecjih xoporno HcnojiHHiHB CBoe fleno, ohh y3HaiOT 06 3tom, h 3to 6y/ieT npHnrao 
6oraM». 

Bot b TaKOM HanpaBJieHHH n h HaMepem paSoTaTb, h eenn 6 bi n b cbohx Tam;ax Morna 
6bl H3HTH XOTb HCMHOTO, XOTJI 6bl OflHy TOJIbKO n03y, KOTOpyK) CKyjIbHTOp MOT 6bl 
nepeHecra Ha MpaMOp Tax, hto6bi OHa coxpaHHJiacb h o6oraTHJia 6 bi ero HCKyecTBO, to 
moh Tpyzpj He 6 bijih 6bi HanpacHbi. 3Ta eflHHCTBeHHan cfiopMa ynce 6biJia 6 bi noSe^OH, 
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6tma 6bi nepBBiM maroM k 6y/iymeMy. Co BpeMeHeM n HaMepeHa co3flaTB TeaTp, otkpbitb 
niKOJiy, b KOTOpoii 100 ManeHBKHx ^eBoneK roynajiH 6bi Moe HCKyccTBo h BnocjieflCTBHH 
caMOCTOMTeaBHO coBepmeHCTBOBajiHCB. B Moeii niKOJie n He 6y/iy yHHTB ^eTeii paOcKH 
noApa>KaTB mohm .nBrnKemraM. 31 Hayny hx coOcTBeHHBiM ABroKeHHflM. BooOipe n He 
CTaHy npHHy)KAaTB hx 3ayHHBaTB onpe,nejieHHBie cfiopMBi, HanpOTHB, n 6yny CTpeMHTBCii 
pa3BHTB B HHX Te flBH>KeHmi, KOTOpBie CBOHCTBeHHBI HM. KtO nOCTOHHHO BHfleJI 
ABH}KeHH5i coBceM MajieHBKoro peOemca, He cTaHeT OTpupaTB, hto ohh npeKpacHBi. Ohh 
npeKpacHBi hmchho noTOMy, hto ecTecTBeHHO eooTBeTCTByiOT peOemcy. 

Ho ABH>KeHHH HejiOBeHecKoro Tejia MoryT 6bitb KpacHBBi Ha bchkoh CTyneHH ero 
pa3BHTHH, JIHHIB 6 bI OHH COXpaHHJIH TapMOHHK) C OnpefleJICHHOH CTyneHBK) 3penOCTH. 
Bcer.ua aojhkho cymecTBOBaTB ABroKeime, b eoBepuieHCTBe BBipa^Kaiomee flaHHoe 
HHflHBHAyajiBHoe Teno, nannyio hh^hb H/iyajiBHyK) nymy. noTOMy mbi He HMeeM npaBa 
TpeOoBaTb OT HHX flBH>KeHHH, He CBOHCTBeHHBIX HM, HO npHHa^JIOKaHIHX KaKOH-HH6yflB 
HIKOJie. BciIKHH HHTeJIJIHreHTHBIH peSeHOK AOJI5KeH yHHBJHITBCfl, HTO B SaJieTHOH HIKOJie 
ero ynaT ABH^KemuiM, pe3KO npoTHBOpenamuM TeM, KOTOpBie oh 6bi ^ejiaji H3 
coOcTBeHHBix no6y>K,neHHH. 

Bee 3TO M05KH0 CHeCTB 3a HeBa)KHBIH BOnpOC, Bonpoc O pa3JIHHHH B3TJIHAOB Ha OaJieT H 
Ha hobbih TaHeu. Ha caMOM )Ke ^ejie npoOneMa 3Ta ropa3.no Bamiee. ^J,ejro He tojibko b 
TOM, HTO eCTB HCTHHHOe H HeHCTHHHOe HCKyCCTBO, - HeT, 3TO BOnpOC, KaCaiOHIHHCH 
OyAyHIHOCTH peJIOH paCBI. 31 rOBOpK) O pa3BHTHH JKeHCKOTO Tejia B KpaCOTe H 3AOpOBBe, o 
B03BpaTe K nepBOSBITHOH CHJie H eCTeCTBeHHBIM ABH5KCHHHM. 31 TOBOpK) O pa3BHTHH 
coBepmeHHBix MaTepeii h o p05KneHHH 3nopOBBix fleTeii. Eynyman nixona TaHpa noJimia 
OyZieT pa3BHTB HneaJIBHBIH >KeHCKHH CTaH. PaBHBIM o6pa30M OHa flOJHKHa CTaTB My3eeM 
KpacoTBi cBoeii anoxu. 

nyremecTBeHHHK, noceTHBHiHH KaKyio-HHOynB cTpaHy h yBHneBiHHH ee TaHHOBm,HH, 
HailfleT b hhx to H,neajiBHoe npencTaBJieHHe o KpacoTe cfiopM h nBrnKemm, KOTOpoe 
cjio5khjiocb b naHHOH cTpaHe. HHOCTpaHep, nonaBHiHH b Harne BpeMn b Kaxyio-HHOynB 
CTpaHy 3eMHoro rnapa, cocTaBHT no ee 6 aneTy BecBMa CTpaHHoe npencTaBJieHHe 06 
H^eajie KpacoTBi 3toh cTpaHBi. Eojiee toto, TaHeu, KaK Bcmcoe HCKyccTBo, noiDKeH 
onepoxaTB KyjiBMHHaijHOHHBiH nyHKT b pa3BHTHH HejiOBeHecKoro flyxa CBoeii anoxu. 
Mo)KeT jih kto no^yMaTB, hto Ham 6 aneT OTpa^KaeT b ce 6 e bbichihh hbct coBpeMeHHOH 
KyjiBTypBi? noneMy no3Bi, KOTOpBie b hcm npumiTBi, ctout b tbrom npoTHBOpeHHH c 
H^eajiBHBiMH noHO/KemiaMH aHTHHHBix CKyjiBnTyp, KOTOpBie xpamrrcfl b namux Myseax h 
Ha KOTOpBie HaM Bce-TaKH yKa3BiBaioT KaK Ha coBepmeHHeHiHHe TBOpeHHH HneajiBHOH 
KpaCOTBI? HjIH, 6bITB M05KCT, HaiHH My3eH C03flaHBI HCKJHOHHTeJIBHO B HCTOpHHeCKHX H 
apxeojiorHHecKHx uemix, a He noTOMy, hto npe^MeTBi, xpammiHecu b hhx, KpacHBBi? 
Hnean KpacoTBi HejiOBeHecKoro Tena He MO>KeT MemiTBCn coo6pa3HO Mone, oh MO>KeT 
jinmB cjie/iOBaTB 3a pa3BHTneM. BcnoMHHTe paccKa3 o npeKpacHOH CKyjiBnType mojioaoh 
Phmjihhkh, KOTOpan Obuia HailneHa npn nane Hkhokchthh VIII h CBoeii KpacoTon 
npoH3Bena Taxyio ceHcauHio, hto jhoah OyKBajiBHO jiomhjihcb nocMOTpeTB Ha Hee, 
npeflnpHHHMajiH naneKHe nyTemecTBmi, KaK k cbhtoh pejiHKBHH, TaK hto nana, 
oOecnoKoeHHBiii 3thm B036y)K,neHHeM, Bejieji ee CHOBa 3apBiTB. 3necB h xony pa3'BncHHTB 
o^ho OTHoenmeecH ciona Henopa3yMeHHe. H 3 Bcero CKa3aHHoro mhoio, BeponTHO, mojkho 
3aKJHOHHTB, HTO U,eJIB MOfl - BepHyTBCH K flpeBHeTpeHeCKHM TaHH,aM H 6 y,HTO H flyMaiO, HTO 
TaHeu Oynymero 6 y^eT B03po>KfleHHeM TaHueB flpeBHHx rpeKOB hjih ^a>Ke TaHu,eB ^hkhx 
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nueMeH. HeT, TaHeu 6yAymero 6yAeT coBepmeHHO hobbim ABHaceHHeM, oh SyzjeT naoAOM 
Bcero Toro pa3BHTHa, KOTOpoe HenoBenecTBO HMeeT 3a co6oh. Bo3BpaTHTbca k rpeaecKHM 
TaHpaM TaK ace HeB03M0acH0, KaK h 6ecnojie3Ho: mbi He rpeKH h He MoaceM TamiyBaTb, 
KaK OHH. Ho SyUymHH TaHeU, ACHCTBHTeHbHO CTaHeT BbIC0K0peHHrH03HBIM HCKyCCTBOM, 
KaKHM oh 6biji y rpeKOB. H6o HCKyecTBO 6e3 pejiHrno3Horo SaaroroBeHHa - He 
HCKyecTBO, a pbiHOHHbiH TOBap. TaHu,OBH],Hpa 6yAymero 6yAeT aceHmHHOH, Teno h Aynia 
KOTOpOH p330BbK)TC5I B TaKOH rapMOHHH, HTO ABHaceHHa TeJia CTaHyT eCTeCTBeHHbIM 

npo^BJieHHeM ee ay nm . 

TaHu,OBH],Hu,a 6yAeT npHHaAaeacaTb He oahoh hbhhh, a BceMy HeaoBeaecTBy. OHa He 
Sy^eT cTpeMHTbca H3o6paacaTb pycajiOK, cjieH h KOKeTJiHBbix acemiiHH, ho 6yAeT 
TaHpeBaTb aceHmHHy b ee bbichihx h HHCTeHiHHx npoaBaemiax. OHa oaHueTBopHT 
mhcchk) aceHCKoro Teaa h cBaTOCTb Bcex ero nacTen. OHa Bbipa3HT b TaHpe H3MeHHHByio 
>KH3Hb npHpOAbi h noicaaceT nepexo^Bi ee 3JieMeHTOB Apyr b Apyra. H 3 Bcex nacTeii Tena 
Sy^eT cHaTb ee Aynia h 6yAeT BeipaTb o HaaHHax h mbicjhix Tbicaa aceHmHH. OHa Bbipa3HT 
b cBoeM TaHHe CBo6oAy aceumHHbi. KaKHe HeoSBMTHbie ropH30HTbi OTKpbiBaiOTCM nepeA 
Hen! Pa3Be bbi He ayBCTByeTe? OHa 6jih3htc«, OHa yace hact, 3Ta TaHH,OBHiHu,a 6yAymero. 
OHa npHHeceT aceirmHHaM HOBoe noHaTHe o bo3mo)khoh KpacoTe h cnae hx Tea. OHa 
BBeAOT hx b TaiiHHKH CBa3eii hx TeaecHbix cna c cnaaMH 3eMan h noAroTOBHT hx k AeTaM 
SyAymero. OHa HcnoaHHT TaHeu acroHH, KOTopbiH CHOBa BcnabmeT H3 ray6HH 
TbicaaeaeTHero HHBHaH30BaHHoro 3a6BeHHa He b HaroTe nepBoSbiTHoro aeaoBeica, ho b 
o6HOBaeHHOH HaroTe - b HaroTe, KOTOpaa yace He 6yAeT CToaTb b npOTHBopeHHH c ero 
AyxoM, a coabeTca c hhm HaBeKH b BeaHaecTBeHHOH rapMOHHH. 

Bot MHcena rpaAymeH TaHii,OBHi,HHbi! Pa3Be bbi He ayBCTByeTe, hto OHa yace 6aH3Ka; 
pa3Be bbi He TOCKyeTe no Hen, icaic a? noAroTOBHM ace en nyTb. A 6 bi co3Aaaa xpaM, 
KOTopbiH 6 bi acAan ee. MoaceT 6 bitb, OHa eipe He pOAHaacb, MoaceT 6 bitb, OHa peSeHOK, h 
MoaceT 6 bitb - o caacTbe! - Moen CBaTOH 3aAaaeH CTaHeT HanpaBaaTb ee nepBbie rnarn h 
HaSaiOAaTb achb 3 a ahcm pa3BHTHe ee ABHaceHHH, noica OHa He npeB30HAeT CBoero 
CKpOMHoro yaHTeaa! Ee ABHaceHHa 6yAyT hoaoShbi ABHaceHHaM npupOAti: ohh OTpa3aT 
KoaeSaHHa BoaH h CTpeMaeHHe BeTpoB, pocT acHBbix cymecTB h noaeT mrn;, nabrnymne 
o6aaica h, HaKOHeu, Mbican aeaoBeica, Mbican ero o BceaeHHOH, b kotopoh oh acHBeT. J\ a, 
OHa npHAeT, 6yAymaa TaHH,OBmHH,a. OHa npHAeT b o6pa3e cboGoahoto Ayxa cbo6oahoh 
aceHiH,HHbi 6yAymero. BeaHKoaenneM cbohm OHa 3aTMHT Bcex acemiiHH, KOTOpbie KorAa- 
an6o cymecTBOBaan, OHa 6yAeT npeicpacHee eranTaHOK, rpeaaHOK, HTaabaHOK - Bcex 
aceHHi,HH npomeAHiHx CToaeTHn! Ee 3Haic - B03BbiHieHHeHiHHH Ayx b 6e3rpaHHHHO 
cbo6oahom Teae! 

1906 r. 

AemopusoeaHHbiu nepeeod II. UKoejieea. 

—Isadora Duncan, The Art, pp. 54-63. The Dance of the Future. 


HCKYCCTBO TAHIJA 

Ebiao BpeMa, xorAa a HcnHCbiBaaa ueabie TeTpaAH 3aMeTKaMH h Ha6aiOAeHHaMH, xorAa a 
caMa 6biaa npoHHKHyTa co3HaHHeM KaKoro-TO anocToabCKoro 3HaaeHHa Moero 
HCKyecTBa; a 6biaa nponHTaHa BcaKHMH y6eacAeHHaMH, ropeaa BcaKoro pOAa HaHBHbiMH 
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flep 3 aHiMMH. B to Bpeivui a xoTena npeo6pa30BaTb HenoBenecxyio acroHb, HanHHaa c 
MejiBHaMmHx fleTaaeii KOCTiOMa, HpaBOB, nHTaHHa. Ho c Tex nop nponnio flecaTb jict; y 
MeH3 SblJia B03M0aCH0CTb C03HaTbCa B TipeTHOCTH MOHX SnarOpO^HBIX CTpeMJieHHH, H 
TenepB a acHBy tohbxo pa^ocTaMH cBoen paSoTbi n 3aHaTneM cbohm ncKyccTBOM. 

O Tarnie MoacHO y6eflHTeabHee roBopmr. Tam;ya, neM nenaTaa KOMMeHTapnn n 
o6BacHeHna. KpOMe toto, Bee 3to HHimiee rjik ncKyccTBa: ero npaB^a .zionacHa caMa no 
ce6e BBiaBJianca, ecan 3Ta npaB^a flencTBHTeaBHO npexpacHa. 

Bot noTOMy a He xony 6oabiue hh connHaTB Teopnn, hh H3peKaTB npnHnnnBi. Ho Bee ace 
a Mory, He 6oacb o6bhh6hhh b aceaaHHH hto-to nponaraH^HpoBaTb, iTHioacmr. 3,necb to 
npeACTaBaeHHe o Tam;e, KOTOpoe y MeHa Bcer^a 6bijio. 

^jra MeHa TaHeu He tojibko HCKyecTBO, no3Boaaiomee HeaoBenecxoH flyrne BBiaBHTBca b 
ABHaceHHax, ho oh eipe h ocHOBa ueaoii xoHHenuHH acH3HH, 6oaee yroHHeHHOH, 6oaee 
rapMOHHHHOH, 6onee ecTecTBeHHOH. 

TaHeu He ecTB, Rax ckhohhbi ^yMaTB MHorne, coHeTamie Sonee nan MeHee caynaHHbix 
"na", aBJiaiomHxca pe3yabTaTOM MexaHHnecxoH KOM6HHaHHH, KOTOpBie, ecnH ohh h 
M oryT cayacma. /pia TexHHnecxHx ynpaacHeHHH, Bee ace He CMeiOT h npHTa3aTB Ha 3BaHHe 
ncKyccTBa - 3 to hhhib epe^CTBa, a He ueab. 

mhoto H3ynaaa H3o6pa3HTeabHbie .noxyMeHTbi Bcex BpeMeH h Bcex BeaHKHx 
xyfloacHHKOB, ho HHKor/ia a He BH^eaa b hhx H3o6paaceHHH cymecTB, xoflamHx Ha 
KOHHHKax naameB nan noflHHMaiomHX Hory BBime roaoBbi; 3th ypOflaHBbie cfiaabiHHBbiH 
no3bi h flBHaceHna HHxor^a He MoryT nepe^aTb to cocToaHne 6ecco3HaTeabHoro 
AHOHHCHnecKoro 3KCTa3a, KOTopbiH HeoSxo^HM b TaHH,OBH],HH,e. KpOMe toto ^BHaceHHa 
Heab3a BbmyMbiBaTb, H3o6peTaTb; hx Ha/io OTKpbmaTb tohho Tax ace, xax b My3bixe 
aK)flH OTKpbian rapMOHHH, ho He H3o6pean hx. 

BeaHKHH, eflHHCTBeHHbra npHHHHn, Ha KOTopbiH a CHHTaio ce6a BnpaBe onnpaTbca, 3to - 
nocToaHHoe, aScoaioTHoe, yHHBepcaabHoe e^HHCTBO (JiopMbi h ^BHaceHHa; pHTMHnecxoe 
eAHHCTBo, KOTOpoe HaSaio^aeTca bo Bcex npoaBaeHHax npHpoflbi; BO^a, BeTep, pacTeHHa, 
acHBbie cymecTBa, SecxoHeHHO Maabie nacTHHbi caMOH MaTepHH - Bee noAHHHaeTca 3TOMy 
BepxoBHOMy pHTMy, xapaxTepHbiM npH3HaKOM KOTOporo aBaaeTca cTpyeHne. Hh b neM 
npHpo^a He coBepmaeT cxanxoB; Meac^y bccmh MOMeHTaMH h cocToaHHaMH acH3HH 
cymecTByeT noeaeflOBaTeabHOCTb, KOTOpyio ^oaacHa cBaTO co6aio,naTb b CBoeM 
HCKyecTBe h TaHu,OBHiHu,a, HHane OHa npeBpaTHTca b HeecTecTBeHHyio, aHmeHHyio 
HCTHHHOH KpaCOTbl, MapHOHeTKy. 

HcxaTb b npHpo^e HanSoaee npexpacHbiH cfiopMbi h HaxoflHTb ^BHaceHHe, KOTOpoe 
BbiaBaaeT Ayniy sthm (J)opM, - bot HexyceTBO TaHu,OBH],HHbi. 

Toabxo H3 npnpOABi MoaceT nepnaTb CBoe B^oxHOBeHne TaHHOBHinpa, tohho Tax ace, xax 
h cxyabnTOp, c xoTOpbiM y Hee Tax mhoto o6mero. Po^eH nncaa: "HtoSbi BaaTb, He Ha^o 
noBTOpaTb npoH3BefleHHa ^peBHHx cxyabnTopoB; Ha^o npeac^e Bcero Ha6aio,naTb 
npOH3BeAeHa npHpoflbi h BH^eTb b ApeBHHx H3BaaHHax anuib cnoco6, xaxHM BaaTean 
HCToaxoBaan npHpo,ny". 

Po^eH npaB; h b CBoeM ncxyccTBe a BOBce He xomipoBaaa, xax ^yMaiOT MHorne, (fmrypbi 
c rpenecxHx Ba3, cj)pH30B h xapTHH. anuib ynnaacb y hhx Ha6aioflaTb npnpofly, h ecan 
HexoTOpbie H3 mohx flBHaceHHH HanoMHHaiOT no3bi, 3anenaTaeHHbie Ha xaxoM-an6o 
npoH3BeAeHHH ncxyccTBa, to 3to anuib noTOMy, hto ohh noHepmiyTbi, xax h Te, y 
OflHOTO BeaHXOTO HCTOHHHXa-npHpOflbl. 



11 


A BAOXHOBJifljiact ^BHaceHueM .zjepeBbeB, bojih, oSnaKOB, CBa3bio, KOTOpaa cymecTByeT 
MOK^y CTpacTBio h rpo30H, MOK^y JierKHM BeTepKOM h hokhoctbk), h t. h a Bcepua 
CTpeMJIIOCb BHeCTH B CBOH flBHaceHHa HeMHOTO 3TOH 6oaceCTBeHHOH 
nocne^OBaTejitHOCTH, KOTOpaa npH^aeT npupo^e b ee uejiOM KpacoTy h acroHeHHOCTb. 

M 3 3Toro, KOHeHHO, He cjie^yeT, hto ^ocTaTOHHO KaK-HH6yzp> ^BHraTb h MaxaTb pyxaMH 
h HoraMH, hto6bi nojiynujica ecTecTBeHHbra TaHeu! 

B HcxyccTBe HauSojiee npocTbie npoH3Be,neHHH - 3 to Te, hto noTpeSoBajiH HaHSojibinero 
yCHJIHH CHHTe3a, HaGjIlOfleHHH H TBOpneCTBa, H BCe BeJIHKHe Xy/IOHCHHKH 3HaiOT, KaKHX 
Tpy/iOB CTOHTb npH6jiH3HTbca k BejiHKOMy, Heno^paacaeMOMy npoo6pa3y - npupo^e. 

A OT^ajia CBoeMy HCKyccTBy bot yace c ^eTCTBa ^Ba^HaTb jieT HenpepbiBHOH pa6oTbi, 
3HaHHTejibHaa nacTb KOTOpoii cocTaBJiaeT TexHHHecxaa no^roTOBKa, h Bee ace MHorue 
CHHTaiOT, hto y MeHa ee HeT. 3to noTOMy, noBTOpaio a, hto peMecjio - He Hejib, a npocTO 
Cpe^CTBO. 

no MoeMy MHeHHK), TaHeu HMeeT uejibio BbipaaceHue Hau6ojiee rny6oKHx SjiaropOflHbix 
nyBCTB HeHOBenecKOH flyrnn, Tex nyBCTB, hto Hcxo^aT ot AnojinoHa, naHa, Baxxa h 
A(j)poflHTbi. TaHeu, ^ojiaceH ycTaHOBHTb b HameM >kh3hh nbuiKyio, acHByio rapMOHHio. H 
BHfleTb b TaHpe jihhib npuaTHoe hjih jierKOMbicjieHHoe pa3BJieneHHe, 3H3hht jihhib 
OCKOpSjIHTb 3TO BeJIHKOe HCKyCCTBO. 

Meac/iy .nyxoM h TenoM cymecTByeT nocToaHHaa cbjob, KOTOpoii He npeHeSperajiH b 
A peBHOCTH, ho o KOTOpoii Mbi cjihhikom uacTO 3a6breaeM. TLiiaTOH TaHu,eBaji Tax ace, Rax 
TaHpeBajiH cyzjbH h cTapeHHiHHbi ApeBHHx pecny6nHK; stot oSbiHaii bhochji b hx mbicjih 
rpapmo h paBHOBecue, KOTopbie c,nejiajiH hx SeccMepTHbiMH. 

H 3to BnojiHe ecTecTBeHHO: no3bi h nojioaceHHa, KOTopwe mbi npHHHMaeM, bjih^hot Ha 
Harne flymeBHoe cocToaHHe: npocToe OTKHflbiBamie rojiOBbi, npo^ejiaHHoe co CTpacTbio, 
npo6y>KHaeT b Hac BaKXHHecKyio Apoacb pa^ocTH, repOH3Ma hjih acejiamia. Bee acecTbi 
oSjia^aiOT HpaBCTBeHHbiM pe30HaHC0M, h cjieflOBaTejibHO Moryr HenoepeflCTBeHHO 
Bbipa3HTb BCeB03M0)KHbie HpaBCTBeHHbie COCTOUHHU. 

A TJiy6oKO ySeac^eHa, hto TaHu,OBmHu,a flOJiacHa HaxoflHTbca b Henocpe,ncTBeHHOH, 
6JIH3KOH CBa3H C npOH3BeAeHHHMH HeJIOBeHeCKOTO HCKyCCTBa H C BH^HMOCTaMH 5KHBOH 
npiipoabi. 

Bcaxoe ^BHaceHHe, KOTOpoe MoacHO npOTaHpeBaTb Ha 6epery Mopa, h KOTOpoe He 6y/ieT 
b rapMOHHH c phtmom bojih, Bcaxoe ^BHaceHue, KOTOpoe MoacHO npOTaHpeBaTb cpe^H 
Jieca, h KOTOpoe He 6y/ieT b rapMOHHH c KanaHueM BeTBeii h jihctbbi, Bcaxoe ^BHaceHHe, 
KOTOpoe MoacHO Sy^eT npoTaHpeBaTb oSHaaceHHOH, b otkpbitom nojie, h KOTOpoe He 
Sy^eT b rapMOHHH c Bii6pau,HaMH h yeflHHeHueM neihaaca, - Bee 3th ^BHaceHua 6y,nyT 
HeecTecTBeHHbiMH h cfiajibiHHBbiMH, Tax xax ohh ^eTOHupyiOT cpe^H bcjihkhx jihhhh 
npiipojibi. 

Bot noneMy TaHu,OBiH,Hu,a /jojiacHa H36upaTb TJiaBHbiM o6pa30M ABHacemia, 
Bbipaacaiomue CHJiy, 3flOpOBbe, rpapuio, SjiaropOflCTBo, TOMJieHHe hjih cTeneHHOCTb 
acHBbix Beipeii. 

Aucedopa flyHKcm. 
09 HHeapx (27 deKadpx) 1913 zoda 
Aemopu3oeaHHbiu nepeeod A. JluKuapdonyno. 
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• cDHJIOCOOHil • 


BEJIHKHH HCTOHHHK 

—Isadora Duncan, The Art, pp. 101-104. The Great Source. 

EBIJIO BpeMfl, Kor^a a 3anojimiJia MHoacecTBO 3amicHbix KHHaceK npHMenaHHaMH cyxnx 
HaSaiOAeHHH, Kor^a a ropejia anocTOJibCKHM orHeM cBoero HCKyccTBa, h 3to ^aBano MHe 
B03M0aCH0CTb flOHTH RO TJiySOKHX yEOK^eHHH H HaHBHOH CMeJIOCTH. B TO BpeMfl, X 
xoTeaa nepe^aTb HejiOBenecKyio acroHb BnnoTb po ee MejibHamiiHx ^eTajieii KOCTiOMa, 
HpaBCTBeHHOCTH, o6pa3a >kh3hh. Ho 3to 6biJio .aecaTb aeT Ha3a/i. y Memi c Tex nop 6biJio 
flOCTaTOHHO CBOEOflHOTO BpeMeHH, HTOSbl 0C03HaTb TnjeTHOCTb Tex SjiarOpOflHblX 
ycTpeMJieHHH, n Tenepb x y^OBJieTBopeHa pa^ocTaMH cBoen paSoTbi, n noraomeHa cbohm 
HCKyCCTBOM. 

JTioSoh oSBacHHT TaHen Jiynme TaHiiya, neM, mj^XBax KOMMeHTapnn n TpaKTaTbi. 
HCKyCCTBO AOJI5KHO 6bITb B COCTOaHIIH o 60 HTHCb 6e3 HHX, KpOMe TOTO; eTO HCTHHa 6y^eT 
ropeTb flajibme cnoHTaHHO, ecnn sto 6yaeT AencTBHTejibHO KpacnBO. 

H nosTOMy, x He xony HaKpynnBaTb Teopnn hjih 3anncbiBaTb Ha6op npnHnnnoB. Ho x 
Mory, bo3mo)kho, CKa3aTb, He 6y/iyHH oSBHHeHHOH b nponoBe^H, hto 6bijio Bcer^a Moeii 

OCHOBHOH MbICJIbK) O TaHHe. 

J\six Memi TaHeu He tojibko HCKyecTBO, KOTOpoe ^aeT BbipaaceHHe nenoBenecKOH ^ynin 
nOCpeflCTBOM ^BHaceHHH, HO TaK5Ke H OCHOBa nOJIHOH KOHHenHHH 5KH3HH, 6oJiee 
cbo6oahoh, 6onee rapMOHHHHOH, 6onee ecTecTBeHHoii. 3to, xax npaBHJio, He to, Rax 
nacTO cwraeTca, ecTb KOMno3HHHa rnaroB, npOH3BOJibHbix h pacTymnx H3 MexaHHHecKHx 
KOMSnHaHHH - KOTOpbie, .aaace ecnn ohh h pa6oTaioT xoporno, TeM He MeHee, xax 
TexHHnecKHe ynpaaoieHHa He MoryT ^enaTb bh p, 6y/iTO ohh npeflCTaBJiaioT co6oh 
HCKyecTBO. 3to cpe^cTBO, a He pe3yjibTaT. 

Si THjaTejibHO H3ynajia rooSpaaceHHa (j)Hryp Bcex B03pacT0B h Bcex BejiHKHx MacTepoB- 
xynoacHHKOB, h x HHKOT^a eipe He BH^ejia, hto6bi kto-jih6o H3 npeflCTaBJieHHbix Ha 
pncyHKax xoahji Ha TOHKax najibueB hot hjih noflHHMan Hory Ha BbicoTy rojiOBbi. 3th 
ypOflJIHBbie H JIOaCHbie n03HHHH HHCKOJIbKO He Bbipa^KaiOT Ty 3HepTHK) AHOHHCHHCKOTO 
COCTOaHHH, KOTOpyiO TaHH,Op flOJiaceH 3HaTb. HCTHHHbie ABH5KeHHH, KpOMe TOTO, He 
H3o6peTeHbi; ohh oSHapyaceHbi, - Tax ace, xax b My3bixe, r^e hhkto He H3o6peTaeT 
rapMOHHH, a tojibko o6HapyacHBaeT hx. 

BeJIHKHH H e^HHCTBeHHblH npHHHHn, Ha KOTOpblH, X CHHTaiO, HMeiO npaBO OnHpaTbCH, 
aBJiaeTca nocToaHHoe, a6cojiioTHoe h ymiBepcajibHoe e^HHCTBO (JiopMbi 11 ^BHaceHHn; 
pHTMHHHoe e^HHCTBO, KOTOpoe npoxoflHT Hepe3 Bee npoaBJieHHa npnpOABi. Bo^a, BeTep, 
pacTemni, acHBbie cymecTBa, nacTHHbi caMoii MaTepnn noflHHHaioTca 3TOMy 
ynpaBJiaiomeMy pHTMy, xapaKTepHoii jiHHHeii KOTOporo aBJiaeTca BonHa. Hh b neM 
npHpo^a He npe^nojiaraeT cxaHKH h pa3pbiBbi; Meac^y bccmh (JiopMaMH acH3HH ecTb 
HenpepbiBHOCTb hjih noTOK, KOTOpbiii TaHpop ^ojiaceH yBaacaTb b cBoeM HCKyecTBe hjih 
HHane oh MoaceT cTaTb MaHeKeHOM - BHe npHpoflbi h 6e3 hcthhhoh KpacoTbi. 

HcxaTb b npHpo^e caMbie KpacHBbie cfiopMbi h oSHapyacHBaTb ^BHaceHHe, KOTOpoe 
BbipaacaeT /lyrny sthx cfiopM, - sto aBJiaeTca sa^aneM TaHpopa. KaK CKyjibnTOp, c 
KOTOpbiM y Hero ecTb Tax mhoto o6mero, TaHu,op ^ojiaceH nepnaTb CBoe B^oxHOBemie H3 
o^hoh tojibko npnpoABi. PofleH nucaji: "B CKyjibnType He HyacHO KonHpOBaTb 
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npoH3Be,neHJM ppeBHOCTH. Hy>KHO CHanana Ha 6 jno,naTB npOH3Be,neHHii IIpHpopBi, a 3aTeM 
BHfleTB B paSOTaX PpeBHHX CKyjIBnTOpOB TOJIBKO JIHIHB nyTB, KOTOpBIM 
HHTepnpeTHpoBanacB IIpHpopa". 

PopeH npaB; h b mocm ncKyccTBe x BOoSipe He KomipOBajia, Kax nojiaraiOT, (J)HrypBi H3 
rpenecKHx Ba3, SoppiopOB hjih xapTHH. BBiynujicii ot hhx, xax roynaTB npupopy, h 
xorpa HexoTopBie H3 mohx pBH>KeHHH BcnoMHHaiOT >xecTBi, 3aMeneHHBie Ha 
npOH3BeAeHH5IX HCKyCCTBa, - 3TO TOJIBKO nOTOMy, HTO OHH TaK )Ke B3HTBI H3 Sojibihoto 
ecTecTBeHHoro npupopHoro HCTOHHHKa. 

il BAOXHOBJieHa ABH^KeHHeM pepeB&eB, bojih, CHeroB, cbh3bio MeiKpy CTpacTBio h 6ypeii, 
MOK^y 6pH30M h mutkoctbio, h Tax pajiee. H x Bcerpa noMeipaio b cboh abh^kchh^ 
HeMHoro toh 6o)KecTBeHHOH npeeMCTBeHHOCTH, KOTOpaa npH^aeT Been npHpope KpacoTy 
H 5KH3HB. 

3t0 He 3HaHHT, HTO pOCTaTOHHO npOCTO MaxaTB pyKaMH H HOraMH, HT 06 BI C03flaTB 
ecTecTBeHHBiii TaHeu. B HCKyecTBe BHeniHe npocTBiMH pa 6 oTaMH bbitjmput Te, KOTopBie 
po toto noTpeSoBajiH SojiBine Bcero ycnjiiiii j\jix CHHTe3a, HaSjnopeiiHii h cosHpamni; h 
Bee caMBie BejiHKHe MacTepa 3HaioT, hto HBJHieTCH coaBTOpaMH hcthhhoto corjiameHHn c 
BeJIHKOH II HenpeB30H,HeHH0H MOfleJIBIO, KOTOpOH HBJIHeTCH npHpOflOH. 

C Tex nop xax x Sbuia pe 6 eHKOM, x npoBeji pBappaTB jieT HenpecTaHHoro Tpypa Ha 
cjiy>K6e Moero HCKyecTBa, h 3HaHHTejiBHan nacTB stoto BpeMeHH ypejweTcii TexHHHecxoii 
nO^rOTOBKe - B OTCyTCTBHH KOTOpOH MeHH HHOT^a 06 BHHHIOT. 3t0 npOHCXOAHT nOTOMy, 
HTO, nOBTOpHIO, MeTOfl He HBJIHeTCH KOHeHHOH HeJIBIO, a TOJIBKO epe^CTBO. 

TaHep, no MoeMy mhchhio, HMeeT CBoeM hcjibio BBipa>KeHne caMBix SjiaropopHBix h 
Han6ojiee TJiy6oKnx nyBCTB HejioBeHecxoii pyrnn: Tex, KOTopBie nopHHMaioTcii ot 6otob k 
HaM, - AnojuiOH, IlaH, Baxx, AcfipopHTa. TaHeu pojDKeH BHeppuTB b Harny 5KH3HB 
rapMOHHio, KOTOpaa nBiJiaeT h nyjiBCHpyeT. BnpeTB b TaHpe tojibko jierKOMBicjieHHoe 
hjih npnuTHoe pa3BJieneHHe, 3HanHT BecTH k perpapamin ero. 

Ectb Hepa3pBiBHBie peaKunn Tena h pyxa, kotopbimh ppeBHne jhoph He npeHeSperjin, ho 
KOTopBie mbi cjihhikom HacTO HenpaBHJiBHO noHHMaeM. EtaaTOH TaHpeBaji, Tax^xe, xax h 
eypBH, H HHHOBHHKH B PpeBHHX peCnySjIHKax; 3TOT o6BIHail paBaJI HX MBICJIUM H3«meCTBO 
h 6ajiaHC, KOTopBie yBeKOBenujin hx. Tojibko 3to ecTecTBeHHO: OTHomemie, KOTOpoe mbi 
npHHHMaeM, 3aTpaniBaeT Harny pyrny; npocToii noBopOT tojiobbi b o6paTHOM 
HanpaBJieHHH, cpejiaHHBie co CTpacTBio, nocBiJiaeT HaM BaxxHHecKan 6e3yMCTBO, KOTOpoe 
npoxopHT nepe3 Hac, paeT papocTB hjih repOH3M, hjih >KejiaHHe. TaKHM o6pa30M, Bee 
>KecTBi npHBopOT k BHyTpeHHeu peaKijHH, a Tax >xe ohh hmciot BJiacTB HenocpepcTBeHHO 
BBipa)KaTB Bee B03M0>KHBie COCTOHHHH HyBCTB HJIH MBICJieH. 

Kaixpoe pBH5KeHHe, KOTOpoe MO)KeT 6 bitb CTami,OBaHO Ha 6epery Mopn, 6e3 rapMOHHH c 
pHTMOM BOJIH, KaiKpOe pBH>KeHHe, KOTOpOe MO)KeT 0BITB CTaHHOBaHO B Jiecy, 6e3 
rapMOHHH c pacKanHBaHHeM BeTBeii, Ka^Kpoe pBH>KeHHe, hto mojkho CTanpeBaTB 
o6Ha)KeHHOH, B COJIHeHHOM CBeTe, Ha OTKpBITOH MeCTHOCTH, He 6ypyHH B rapMOHHH c 
5KH3HBIO H OpHHOHeCTBOM neH3a>Ka - Ka^KflOe Taxoe ABHJKeHHe HBJWeTCH JI05KHBIM, B TOM, 
HTO OHO HaXOpHTCH BHe TapMOHHHHBIX JIHHHH IIpHpOpBI. HMeHHO n03T0My TaHIJOp 
pojDKeH, npe^Kpe Bcero, BbiSpaTB pBH5KeHHn, KOTopBie BBipa^xaiOT cnny, 3popoB&e, 
6jiaropopcTBO, jierxocTB h cnoxoiicTBHe hchbbix hbjichkh. 

(1913) 
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<£HJIOCO<I>CKHH KAMEHfc TAHIJA 

—Isadora Duncan, The Art, pp. 51-53. The Philosopher’s Stone of Dancing. 

B My3tiKe ecra Tpn BHAa K0Mn03HT0p0B: BO-nepBbix, Te, kto nmiieT My3biKy b 
aKa^eMKHecKOM crane, kto HipeT ee c noMomtio cbohx yMCTBeHHbix cnocoSHOCTefi, 
C03^aBan My3bixy, KOTOpan oSpamaeTcn k nyBcraaM nepe3 yM. Bo-BTOpbix, ecra Te, kto 
3HaeT, KaK BOCnpOH3BOAHTb CBOH C06CTBeHHbie 3MOHHH C nOMOipblO 3ByKa, H yMeiOT 
nepe^aBara paAOcra h rpycTb cbohx cep^eu,, co3AaiomHe My3biKy, KOTOpan oSpamaeran 
Henocpe^CTBeHHO k cepAPy cnymaTenn, KOTOpan Bbi3biBaeT cne3bi BOcnoMHHamni, 
KOTOpan npHHOCHT pa^ocTH h nenajiH, naMnra 06 ymeflmeM cnacrae. B-Tperanx, ecTb Te, 
kto, n0AC03HaTenbH0, CBoeM AymoH, cjibimaT HeKOTOpyio MenoAHio Apyroro MHpa, h b 
coctomhhh Bbipa3HTb ee b cf)opMe, noHnraoii h paflocraoii AJin HenoBenecKHx ymeM. 

Taxnce cyipecrayioT h TpH BHAa TaHpopOB: BO-nepBbix, Te, kto paccMaTpHBaeT TaHeu KaK 
CBoero pOAa raMHacranecKoe ynpancHeHHe, cocTaBJieHHoe H3 H3nipHbix h rpau,H03Hbix, 
ho 6e3JiHHHbix apaSecoK h mipysTOB. Bo-BTOpbix, Te, kto 3a cneT KOHHeHTpauHH yMa, 
npHBOA^T Teno b pHTM ncenaeMOH smohhh, TeM caMbiM b bipancan HeKoe 3anoMHHBHieecn 
nyBCTBo hjih onbiT. H, HaKOHeu, ecTb Te, kto npeo6pa30BbiBaeT cBoe Teno b 
HanonHeHHyio cbctom TeKynecra, OTAaBan ero baoxhobchhio AyniH. 3tot Tperan bha 
TaHu,OBHjHKOB noHHMaeT, hto Teno, cnnoH AyniH, fleiicTBHTenbHO MonceT npeBpararacn b 
CBnTnniHHcn noTOK. IlnoTb CTaHOBHTcn nerKOH h npo3panHOH, KaK b peHTreHOBCKHx 
nynax, nnrnb c toh pa3HHHeii, hto nenoBenecKan Aynia nerae, neM sth nynn. Tor^a, 
OBnaAeBan TenoM, SoncecraeHHan cnna AyniH npeBpaipaeT ero b HanonHeHHoe cbctom 
ABHncyipeecn o6naKO, h, tbkhm o6pa30M, MonceT nponBHracn bo Been CBoeii 
SoncecTBeHHOcra. B stom 3aKmonaeTcn oStncHeHne nyAa cbhtoto cPpaHcnca, cyMeBinero 
npoiiTH no Mopio. Ero Teno Sonbine He Becnno noAoSHO HaniHM, h cranb nerKHM oho 
CTano nepe3 Ayniy. 

IIpeACTaBbTe ce6e TaHpopa, KOTOpbin nocne Aonrnx nccneAOBaHHH, MonHTBbi h 
BAOXHOBeHHn, AOcraraeT TaKOH cTeneHH noHHMaHHn toto, hto ero Teno - 3to He HHane 
KaK CBerameecn nponBneHHe ero Aynin; Hbe Teno TaHuyeT b cooTBeTCTBHH c BHyrpeHHeii 
My3biKoii, b BbipanceHHH nero-TO, hto HBnneTcn nacTbio Apyroro, 6onee rny6oKoro MHpa. 
3to h ecTb HacTonniHH raopHecKHH TaHpop, ecTecraeHHbiH, ho He HMHrapyiomHH, 
roBopnniHH b ABnnceHHH, ncxoA^HieM H3 Hero hto-to 6onbinee, neM MonceM Bee mm. 

A cTonb yBepeHa b npoSyncAeHHH AyniH, hto Aynia MonceT 6bitb npoSyncAeHa, MonceT 
nonHOCTbio OBnaAera TenoM, hto KOTAa n o6ynana AeTen b cbohx niKonax, n CTpeMHnacb, 
npencAe Bcero ocTanbHoro, npHHocHTb hm co3Hamie stoh cnnbi, cyipecrayiomeH b hhx, a 
Taxnce oraomeHHn k BceoSipeMy pHTMy, KOTOpbin MonceT Bbi3Bara y hhx 3KCTa3 KpacoTbi 
3TOTO nOHHMaHHH. CpeACTBOM A-JM 3TOTO npoSynCAeHHH MOnceT 6bITb OTHaCTH OTKpbirae 
KpacoTbi npHpoAM, a MonceT 6bira oraacra tot bha My3biKH, Korapyio Tperan rpynna 
K0Mn03HT0p0B AaeT HaM, My3bIKH, KOTOpan B03HHKaeT H3 AyniH H TOBOpHT C Hen. 

Ecra, bo3mo)kho, B3pocnbie niOAH, KOTOpbie 3a6binn n3biK AyniH. Ho Aera noHHMaiOT ero. 
HaAO TonbKO CKa3ara hm: "CnymaHTe My3biKy Aynioii. Tenepb, kotaa bbi cnymaeTe, 
roTOBbi nn bbi nonyBCTBOBara rny6oKO BHyTpH Barnero cyipecraa npoSyncAeHHe 
BHyrpeHHeH yBepeHHOcra - npoSyncAeHHe TaKOH cHnbi, hto bbi noAHHMeTe ronoBy h 
pyKH h HanHeTe MeAJieHHO hath k cBeTy?". 

3to npoSyncAeHHe HBnneTcn nepBbiM rnaroM b TaHpax, KaK n noHHMaio. 
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Kor^a h Havana Tami,eBaTb c ABH5KeHHHMH h )KecTaMH, moh BocxHmeHHan Aynia 3Hana, 
KaK oSpamaTBCM k MoeMy Teny, Apyrue HanajiH nc>Apa>KaTb MHe, He nomiB, hto 6bijio 
Heo6xoAHMO BepHyTtca k Hanajiy, HaSra CHanajia hto-to BHyTpn ce6>i. Bo mhothx 
TeaTpax h niKOJiax MHe npHxoAHJiocb bhactb sthx TamjopOB, KOTOpbie noHHMajiH TaHeu 
tojibko cbohm yMOM, KOTOpbie neperpyjicajiH TaHeu >KecTaMH h ABH>iceHHii; h hx 
ABH5KeHH5I Ka3aJIHCb nyCTbIMH, yHblJIbIMH H JIHHieHHbIMH CMbICJia. TOMy, HTO OHH 
nbiTajiHCb nepeAaTb nepe3 pa3yM, HeAOCTaBajio Bcero BAOXHOBemni, Been >kh3hh. To^xe 
CaMOe OTHOCHTCH H K TeM CHCTeMaM TaHU,a, KOTOpbie HBJHHOTCII JIHHIb nOCTaBJieHHbIMH 
THMHaCTHHeCKHMH ynpaJKHeHHMMH, CJIHHIKOM JIOTHHeCKH nOHHTblMH (,H,aJIbKp03 H Ap-)- 
3to Ka^KeTca MHe npecTynHbiM AOBepaTb AeTeii, KOTOpbie He MoryT 3amumaTb ce6a caMH, 
3TOMy BpeAHOMy oOyneHHio; nocKOJibKy 3to npecTynjieHHe, - yHHTb peOemca ynpaBJiHTb 
cbohm TenoM c noMOHjbK) TBepAOH chum M03ra, 3arjiyman HMnyjibc h baoxhobchhc. 
EAHHCTBeHHOH CHJIOH, KOTOpaH MO>KeT ABHTaTb TeHOM peSeHKa HBJIfleTCH CHJia 
BAOXHOBeHHfl AyniH. 

1920. 


^BH^CEHHE - 5KM3HE 

—Isadora Duncan, The Art, pp. 77-79. Movement is Life. 

EkyuHTe ABH>iceHHe 3cmjih, ABH>KeHue pacTeHuii h AepeBbeB, hchbothbix, ABH^KeHHe 
BeTpOB H BOJIH, a nOTOM H3yHHTe ABH5KeHH^ peSeHKa. Bbl yBHAHTe, HTO ABHJKeHHe Bcex 
npHpOAHbix Bemeii paOoTaeT b rapMOHHHHOH 3KcnpeccHH. H sto cnpaBeAJiHBO b nepBbie 
toabi 5KH3HH peOemca; ho oneHb cxopo Ha ABH>KeHHe H3BHe HaKJiaABiBaeTCn 
HenpaBHJibHbie Teopun o6pa30BainM, h Bcxope peSeHOK TepaeT cboio npupOAHyio 
CnOHTaHHyK) >KH3Hb, CBOIO CHJiy BbipaJKeHHH, HTO 3aKJHOHaeTCH B ABHJKeHHH. 

A 3aMeTHJia, hto peSeHOK 3-x hjih 4-x jieT, npHxoAu b moio niKony, pearupyeT Ha 
BOCTOpr npeKpacHOH My3BiKH, b to BpeMn icaic peOeHOK 8 hjih 9 JieT y>Ke HaxoAHTca noA 
BJIHHHHeM oSblAeHHOH H MexaHHHeCKOH KOHHenHHH 5KH3HH, HaBII3aHHOH eMy 
neAaroraMH. PeSeHOK 9 JieT y>Ke nonaAaeT b 3aToneHHe oSbihhoto h MexaHHHecKoro 
ABH5KeHHH, B KOTOpOM OH 6yA6T OCTaBaTbCH H CTpaAaTb BCIO CBOIO >KH3Hb AO Tex nop, 
noxa npeKJiOHHbiii B03pacT He npHHeceT eMy napajiuna TeaecHoro Bbipa^KeHun. 

Ha Bonpoc o neAarorHHecKoii nporpaMMe b MoeS niKOJie, h OTBenaio: "^aBaiiTe CHanajia 
HayuHM MajieHbKHx AeTeii AtimaTb, BuSpupOBaTb, nyBCTBOBaTb h 6bitb eAHHbiMH c 
oOipeii rapMOHueii h abh^kchhcm npupOABi. ^aBaiiTe CHanajia co3AaAHM npeKpacHoro 
nejiOBeKa, Tamiyiomero peOemca". HHu,me CKa3aji, hto oh He MO)KeT noBepHTb b 6ora, 
ecjiH tot He yMeeT TaHueBaTb. Oh Taioice cKa3aji: "Mbi aojdkhbi CHHTaTb noTepmuibiM 
KajKAbiii AeHb, b KOTopbiii mbi He TaimeBanH xoth 6bi pa3". 

Ho oh He HMeji b BHAy BbinonHeHHe nupysTOB. Oh hmcji b BHAy B03BbimeHHe >kh3hh b 
ABH5KeHHH. 

rapMOHHH My3biKH OAHHaKOBa c rapMOHueii abh^kchhh b npupOAe. 

HeJIOBeK He H306peJI rapMOHHIO My3bIKH. 3t0 OAHH H3 OCHOBHbIX npHHHHnOB 5KH3HH. 
r apMOHHH ABH>KeHHH He MOJKeT 6bITb H306peTeHa: Ba)KHO C(J)OpMHpOBaTb CBOIO 
KOHHenHHK) O Heil H3 eaMOH npupOABi, H HCKaTb pHTM ABH5KeHHH HeJIOBeKa H3 pHTMa 
BOABI B ABH5KeHHH, H3 AyHOBeHHH BeTpOB Ha 3eMJie, BO BCeX ABH5KeHHHX 3eMJIH, B 
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ABH5KeHJMX 5KHB0THLIX, ptl6, nTHH, peilTHJIHH H panee y npHMHTHBHOrO nenoBexa, Hbe 
Teno Bee eipe pBHneeTcn k rapMOHHH c npHpopoH. 

C nepBbiM npeflCTaBJieHHeM o cobccth, nenoBex CTan co3HaTenbHbiM, c ecTecTBeHHbiMH 
ABJDKeHJMMH Tena; ceropmi, b CBeTe HHTennexTa, HaKonneHHoro 3a ropbi HHBHnroaHHH, 
oneHb BaneHO, hto6bi oh co3HaTejibHO CTpeMHnen k TOMy, hto oh 6ecco3HaTejibHO 
noTepnn. 

Bee pBHneeHHn 3eMJiH cnepyiOT jihhhh pBHneeHHn bojihbi. H 3Byx, h cbct nyTemecTByiOT 
b BOJiHax. ^BHneeHHe BOflbi, BeTpa, pepeBbeB h pacTeHHH pa3BHBaeTcn b BOJiHax. riojieT 
nTHHbl H pBHneefflttl BCeX 5KHBOTHBIX CnepyiOT JIHHHH B0JIH006pa3HbIX BOJIH. ECJIH 3BTCM 
oahh HipeT TOHKy cf)H3HHecKoro Hanajia pnn pBHneeHHn HenoBenecxoro Tejia, to kjhoh 
HaXOAHTCH B BOJIHHCTOM pBHneeHHH BOJIHbl. 3t0 O^HH H3 3JieMeHTapHbIX HBJieHHH 
npnpOABI, H H3 T3XHX 3JieMeHTapHbIX BeipeH H HJIH peSeHKa, H JIJIH B3pOCnOTO TaHHOpa, 
BnHTbmaeTca HenTO 6a30Boe pnn npouecca TaHpa. 

BenoBenecxoe Hanano Taxnee HBnneTcn hctohhhkom. TaHpeBanbHoe BbipaneeHHe 
npOHexoflHT Ha ApyroM n3bixe, OTnHnaiomHMCfl ot npHpopbi, 113 KpacoTbi Tejia; a Tejio 
cTaHOBHTCn 6onee KpacHBbiM b TaHu,e. Bee co3HaTejibHoe HCKyecTBo HejioBeHecTBa 
BbipOCJIO H3 OTXpbITHH eCTeCTBeHHOH KpaCOTbl HeJIOBeHeCKOTO Tena. JIlOflH nbITaJIHCb 
BoenpOH3BecTH ero b neexe hjih Ha CTeHe, h TaxHM o6pa30M popnnacb xapTHHa. Ot 
H arnero noHHMaHHn rapMOHHH h nponopunn nacTen HenoBenecxoro Tena B03HHxna 
apxHTexTypa. H 3 neenaHHn npocnaBHTb Teno 6bina co3paHa CKynbnTypa. 

KpacoTa HenoBenecxoH cfiopMbi He cnynaHHa. Ophh [nenoBex] He MoneeT CMeHHTb ee 
nnaTbe. KHTaiicxHe neempHHbi pecfiopMHpoBanH hoth b xpomeHHOH o6yBH; neeHipHHbi 
BpeMeH JIioflOBHxa XIV peejiopMHpoBanH cboh Tena xopceTaMH; ho npean HenoBenecxoro 
Tena ponneeH HaBcerpa ocTaTbcn TeM nee caMbiM. Pyxn BeHepbi Mnnoccxon Ha ee 
nbepecTane b JlyBpe HpeanbHbi; neeHipHHbi npoxopnT nepep Hen c 6onbio [b cnHHe] h c 
^ecfiopMHpyiomHMH [Teno] nnaTbnMH, - Bee 6naropapn CMexoTBOpHOH Mope; a OHa 
HaBcer^a ocTaeTcn toh nee caMOH, noTOMy hto OHa h ecTb xpacoTa, neH3Hb, HCTHHa. 

3to npoHexoflHT noTOMy, hto nenoBenecxan cfiopMa He nBnneTcn h He MoneeT Sbitb bo 
B nacTH mo^bi hhh noBepHH snoxn, noTOMy hto xpacoTa neeHipHHbi BenHa. 3 to pyxoBopHT 
HenoBenecxon aBomouHeii Ha nyrn x rnaBHOH uenn nenoBenecTBa, - x npeany 6ynymero, 
[ - neeHipHHbi,] xoTOpan MenTaeT cTaTb BorHHeii. 

ApxHTexTOp, cxynbnTOp, neHBonHceu,, My3bixaHT, no3T, - Bee noHHMaiOT, hto 
HpeanroauHn HenoBenecxoH (JiopMbi h co3HaHHe cBoeii SoneecTBeHHOCTH neneaT b ocHOBe 
Bcnxoro HcxyccTBa, co3paHHoro nenoBexoM. Tonbxo ophh xyponeHHx noTepnn 3Ty 
SoneecTBeHHOCTb, TBOpeu, xoTOpbiii, npenepe Bcero, ponneeH 6bitb nepBbiM b TaxoM 
neenaHHH - 3to TaHpop. 

Tamiy, flencTBHTenbHO, ponroe BpeMn BnonHe xBaTano nyBCTBa sneMeHTapHoro 
ecTecTBeHHoro [nepBo6biTHoro] pBHneeHHn. Oh no3Bonnn ce6e npeHeSpeneeHHe ennon 
TnneecTH, ponyexan oTpHHaHHe npHpopbi. TaHpeBanbHbie pBHneeHHn 6binn He neHBbiMH, 
He TexyHHMH, He BonHHCTbiMH, hto HeH36eneHO npHBopHno x HeecTecTBeHHOCTH 
ABHneeHHn. Ben CBo6opa h enoHTaHHOCTb HaxopHnHCb b naSnpHHTe cnoneHoii 
HcxyecTBeHHOCTH. K TOMy nee, TaHpop ponneeH 6bin 6bitb opeT HexyceTBeHHO, hto6bi 
HaXOAHTbCn B COOTBeTCTBHH CO CBOHM HeeCTeCTBeHHbIM CHeHHHeCXHM o6pa30M. 

IIotom, xorpa n CHOBa npHOTxpbina pBepb b npnpopy, pacxpbiBan pa3nHHHbie bhpbi 
TaHpeB, HexoTopbie mopn Bee o6BncHHnH, npocTO cxa3aB: "CMOTpHTe, - 3to Bee TaHpbi H3 
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npHpoflbi". Ho h c ee [npHpoflbi] cboOoaoh, c ee cooTBeTCTBueM ecTecTBeHHbiM 
ABH>KeHH5iM, ^BH>KeHH5i [h 3 npHpoflbi] Bcepua oneHb ^a)Ke noxomi Ha HeKOTOpyio 
[MexaHHHecKyio] KOHCTpyKHHio, KOTOpyK) b npHpo^e bbi HaH^eTe o6a3aTejibHO, npuneM 
Ha oneHb fla>ice jKecTKyio KOHCTpyKii,HK>. OnpeflejieHHe "HaTypajibHbiH TaHeu" aojdkho 
03HanaTb TOJibKO to, hto TaHeu HHKor^a He H^eT npoTHB npupo^bi, a He to, hto HenTO [b 
T aHpe] ocTaeTca Ha bojiio cjiynaa. 

npHpO^a flOJHKHa 6bITb HCTOHHHKOM BCHKOTO HCKyCCTBa, H TaHeH flOJDKeH n0JIb30BaTbCH 
CHJiaMH npnpoABi b cjieflOBaHHH rapMOHHH h pHTMy, ho flBH>KeHHa TaHpopa Bcer^a 6ypQT 
OTfleJieHbl OT JHOSOTO [HenOCpeACTBeHHOTO] ABHJKeHHH B npHpOfle. 

1909 


rJIYBHHA 

—Isadora Duncan, The Art, pp. 99-100. Depth. 

HacToamHH TaHeu aBJnieTCfl Bbipa^KeHueM chokohctbhh; oh HaxoflHTca no/i KOHTpojieM 
rnySoKoro pHTMa BHyrpeHHeii 3mohhh. 3mohhh He ^ocTHraeT MOMeHTa HccTynjieHHa b 
noTOKe ^eHCTBHa; oh CHanajia pa3MbimjuieT, oh cnHT Rax >KH3Hb b ceMeHH, h oh 
pa3BOpaHHBaeTca c Hemioii MeflJiHTejibHOCTbio. TpeicH noHHManH npoflOJDKaiomyioai 
xpacoTy ABH>KeHH5i, KOTOpoe pacnpocTpamieTCfl, KOTOpoe 3aKaHHHBaeTCM c oSemamieM 
noBTopHoro po>K^eHHa. TaHeu - 3 to phtm Bcero, hto yMHpaeT, hto6bi jkhtb CHOBa; 3to 
BeHHoe Boexo)KAeHHe cojiHpa. 

3to He /pin Hac, - npuxoflHTb k HeMy-jiu6o nocpe^CTBOM 3Hamui; mbi 3HaeM, Rax mbi 
JIK)6hM, - HHCTHHKTOM, BepOH, 3MOHHHMH. 

3mohhh paOoTaeT Kaic MOTOp. Oh .noiDKeH pa3orpeTbca, hto6m xoporno paOoTaTb, h 
Tenno nouBJineTcn He cpa3y; 3to nporpeccHpyiomHH npouecc. TaHeu cne/iyeT TOMy )Ke 
3aKOHy pa3BHTHa nporpeccHH. Hcthhhmh TaHpop, Kaic h jho6oh HaCTOIHIIHH XyflOJKHHK, 
ctoht nepe# KpacoToii b coctohhhh nojiHoii Heonpe/iejieHHOCTHj oh OTKpbmaeT nyTb k 
CBoeii Ayrne h cBoeMy "reHHK)", h oh no3BOjnieT ce6e HaxoAHTbca no^ hx BJiuaHueM, Kaic 
flepeBbH HaxoABTca no# BJiunHHeM BeTpa. Oh cflBHraeTca c MecTa o^hhm Me,zpieHHMM 
ABH>KeHHeM H BOCXOflHT H3 HeTO nOCTeneHHO, CJie^yB BOCXOA^meil KpHBOH ero 
BfloxHOBeHua, BnjioTb po Tex >xecTOB, KOTopbie oSjieicaioT b KOHKpeTHyio <j)opMy ero 
nojiHOTy uyBCTB, pacnpocTparoui Bee rnupe HMnyjibc, KOTOpbiii noKOJieSaji ero, cf)HKCHpyn 
ero b .apyroM BMpa>KeHHH. 

/],BH>KeHHe flOJHKHO CJieflOBaTb pHTMy BOJIH: pHTM, KOTOpbiii nOflHHMaeTCH, npOHHKaeT, 
^ep)Ka b ce6e HMnyjibc h nocjie toto Kaic ^BH^KeHue 3aKaHHHBaeTca; bboob h otbct, 
CB^3aHHMe SeCKOHeHHO B OflHOM pHTMe, B OflHOH HHTOHaHHH. 

Harnu coBpeMeHHbie TaHHbi He 3HaiOT Hunero H3 stoto nepBoro 3aKOHa rapMOHHH. Hx 
ABH5KeHHH H3MeHHHBMe, pyOjieHMe, pMBKaMH, pe3KHe, H 3aKaHHHBaiOTCa HaBepxy. Hm He 
xBaTaeT npoflOJHKaiomeHCH KpacoTM KpHBoii jihhhh. Ohh y^OBJieTBOpeHM, Oyuynu 
TOHKaMH yraoB, KOTopbie ^eiiCTByiOT Ha HepBbi. My3bnca ceroflHH, TaK)Ke, tojibko 
3acTaBJiHeT HepBbi TaHpeBaTb. TjiySoKue smohhh, .nyxoBHan TiDKecTb, nojiHOCTbio 
OTcyTCTByKDT. Mm TaHpyeM c cynopo>KHMMH >KecTaMH MapHOHeTOK. Mm He 3HaeM, xax 
nepeiiTH k raySuHaM, hto6m noTepiiTb ce6a bo BHyrpeHHeii eymHOCTH, xax pa3BHTb Harne 
3peHue b rapMOHHH, KOTOpan noceipaeT Hamu chm h mchtm. 
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Mti Bcer,na Haxo^HMca b napOKCH3Max. Mbi xoahm no^ yrnoM. Mbi TpermpyeM ce6a 
Bcer.ua ,aep>KaTB SanaHC MOK^y TOHKaMH. Mbi He ocBeflOMJieHBi 06 OT^Bixe b ABroKeHHH, h 
o KOMtjiopTe ab ixamni, Kor.ua ckojib3h b ABH>KeHHH, mbi mojkcm OTflOXHyTB Kax nTHHa b 
nojieTe. Ilmpa HHKor.ua He SopeTca. TaHu,op ^oiDKeH 6 bitb nerxHM, Kax njiaMn. ,3,a>Ke 
CHJia cTaHOBHTca SojiBine, Kor^a OHa H3HanajiBHO cflep>KHBaeTca: oahh >xecT, kotopbih 
nocTeneHHO BBipoc H3 3 toh CAep)xaHHOCTH, ctoht MHornx tbiciih, hto SopiOTca h 
nepecexaiOT Apyr npyra. 


TAHEIJ B OTHOUIEHHH K PEJIHrHH H JIIOBBH 

—Isadora Duncan, The Art, pp. 121-127. Dancing in Relation to Religion and Love. 

C nepBBix ^Heii HHBHJIH33HHH HejiOBexa, HaHHHan c nepBoro xpaMa, kotopbih nocTponji 
nejiOBeK, TaM Bcer.ua 6 biji Bor, h oh 6biji HempajiBHOH (jinrypoii b xpaMe. CaMa no3a Bora 
- 3 to TaK)Ke ero B&ipa>KeHHe ero cymecTBa, h 3Ta no3a Morjia 6 bi Sbitb Ha3BaHa TaHH,eM. 

B 1899 ro^y, b JIoHflOHe, a nepBBiii pa3 yBHAejia 3jieoHOpy ,3,i03e, nrpaiomyio b 
TpeTBecopTHoii nrece no^ Ha3B3HHeM "BTOpan mhcchc TamcpeH". IlBeca nponuia nepe3 
ABa aKTa Hpe3BBiHaHHoii ByjiBrapHOCTH h 6aHajiBHOCTH, h x Bruia b moxe, hto 
6o)KecTBeHHaa ,3,1036 npeflCTaBJiaeT ce6a b TaKoii 6aHanBHoii pojin. B KOHije TpeTBero 
aKTa, r^e r->Ka TaHKpeii 0Ka3anacB npn>KaTa k cTeHe ee BparaMH h, noflaBJieHHaa 
6e3BicxoAHOCTBio, peinaeT coBepruHTB caMoySniicTBO, 6biji momcht, Kor.ua ,3,i03e BCTana 
coBepmeHHO HenoABH)KHO, o^Ha Ha cueHe. BHe3anH0, 6e3 KaKoro-JinSo cnemrajiBHoro 
BHeniHero nepeMememw, OHa, Ka3ajiocB, Hanajia pacTH h pacTH, noxa ee rojiOBa, xax 
6yzrro, He KOCHyjiacB KpBiniH TeaTpa, no,no6HO MOMeHTy, xor^a ,3,eMeTpa nouBHJicii nepefl 
/IOmom MeTaHenpa h BBiaBHJia ce6a xax BorHHa. B tom BBicmeM )KecTe, ,3,i03e 6ojiBine He 
SBiJia BTOpoii rocno)KOH TaHKpeii, ho Hexoii nynecHoii SoniHeii Bcex 3nox, h ee momcht 
pocTa Ha rna3ax ayzpiTopHH, b to 6o>KecTBeHHoe HBJieHHe, 6biji oahhm H3 caMBix 
Sojibihhx apTHCTHnecKHx ycnexoB, xoTopBix x Kor^a-JiKBo BH^ejia. ft, noMHio, nonuia 
flOMoii, omejiOMJieHHaa 3thm nynoM. ft CKa3ana ce6e, hto Kor/ja x CMory bbihth Ha cueHy 
h 6ygy ctoutb HenoflBHmio, KaK 3neoHOpa ,3,i03e c^ejiaji 3to ceroflHn, h, b to >xe BpeMn, 
CMory co3^aTB Ty orpOMHyio CHJiy ^HHaMHHecKoro ABroKeHHa, Tor.ua x 6ygy caMoii 
BejiHKoii TaHu,oBiH,HHeii b MHpe. B tot MOMeHT, bo BTOpoii mhcchc TaHKpeii, Ayx ^I03e 
BBipoc go t3khx 3anpe,nejiBHBix bbicot, hto OHa CTajia nacTBio nepeMemeHHa HeSecHBix 
ccfiep. 3to ecTB caMoe bbicokoc BBipa>KeHHe pejinrHH b TaHH,e: b tom, hto HenoBenecKoe 
cymecTBO SojiBine He aojdkho Ka3aTBca nejiOBeKOM, ho npeo6pa3yeTcn b ^BH>KeHHii 
3Be3fl. 

B 100-M ro^y Harneii 3pBi, Ha o^hom H3 xojimob PnMa cTomia mxojia, KOTOpan SBiJia 
H3BeCTHa KaK CeMHHapHU TaHH,yiOHI,HX CBameHHHKOB PHMa. K)hOIHH SbIJIH BBlSpaHBI H3 
caMBix apHCTOKpaTHHecxHx ceMeii. Bojiee Toro, ohh ^ojhkhbi 6bijih oSjia^aTB 
npoHCxo)KAeHHeM, KOTOpoe bocxoahjio Ha MHorne cothh jieT, h Ha kotopbix HHKor.ua He 
na^aiio HHxaxHx tcmhbix rorreH. H, xoth ohh H3ynajiH Bee HCKyccTBa h cfiHJiococfmio, 
TaHeu Bcer.ua 6biji hx rjiaBHBiM cnoco6oM B&ipa>KeHHii. Ohh 6bijih ^oidkhbi TaHH,eBaTB b 
TeaTpe Bee neTBipe ce30Ha ro^a - BecHoii, JleTOM, OceHBio h 3hmoh. Tor/ia ohh 
cnycKajiHCB c hx xojiMa b ropofl Phm, r^e npHHHManH ynacrae b uepeMOHHiix, h 
TaHH,eBanH nepe^ jhoabmh, gxx ohhctkh Tex, kto hx BH^eji. 3th iohohih TaHpeBajiH c 
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TaKHM CHaCTJIHBbIM nblJIOM H TaXOH HHCTOTOH, HTO HX TaHeH H3MeHHJI H IIOflHHMaJI HX 
ayzprropHio, fleficTBya no^oSHO JiexapCTBy Ha 6ojibHbie flyniH. 3to hmchho Taxaa 
sxcnpeccHa, o xoTOpoil a MenTana. 

HyacHO Bcer^a yHHTbiBaTb, hto ecTB ^Ba KJiacca TanpeB: CBameHHbiH h ByjibrapHbiH. IIo# 
ByjibrapHbiM a He HMeio b BH^y rpexoBHbra, ho npocTO Taxon TaHeH, KOTOpbiH BbipaacaeT 
<J)H3HHecKoe cymecTBO h pa/iocTb nyBCTB, Tor^a xax CBameHHbiH TaHeH BbipaacaeT 
CTpeMJieHH^ flyxa npeo6pa30BaTb ce6a b cifiepy 6ojiee Bbicoxyio, neM 3eMHaa. B Harnn 
AHH H3BeCTHO OHeHb MaJIO MBTHH, XOTOpaa oSHapyaCHBaeTCa B ABH5KCHHH, H B nOTeHHHH 
HeKOTOpbIX aceCTOB. KoJIHHeCTBO (J)H3HHeCKHX ABH>KeHHH, HTO 60 JIbHIHHCTB 0 JHOfleH 
^ejiaiOT no acroHH, xpaiiHe orpaHnneHO. Ilocjie, noflaBHB h AHCHHnjiHHHpOBaB cboh 

ABHaceHHa B CaMOM paHHeM fleTCTBe, OHH TpaflHH,HOHHO npHSeraiOT K HeKOTOpOMy 
Ha6opy npHBbinex, pe^xo H3MeHaeMbix. Taxace h hx yMCTBeHHbie ^eHCTBHa OTBenaiOT 
onpeneaeniibiM Ha6opaM cfiopMyji, perynapHO noBTopaiomuxca. 3thm noBTOpeHneM 
(J)H3HHecxnx h yMCTBeHHbix ^BHJxeHHH ohh orpaHHHHBaiOT CBoe caMOBbipaaceHHe, noxa 
He CTaHyT xax axTepbi, xoTOpbie xaac,nyio hohb nrpaiOT o^Hy h Ty ace ponb. C noMOipbio 
3thx HecxojibXHx cTepeoTHnHbix acecTOB npoxo^aT Hejibie hx >xh3hh, hh pa3y He 
nofl03peBaa o MHpe TaHpa, xoTopbin ohh ynycxaiOT. 

HH TTTn e cxa3aji, "IIo3BOJibTe Ha3BaTb noTepaHHbiM tot fleHb, b xoTopbin a He TaHpeBaji, 
Ha xoTOpoii a He TamjeBaji". Becb 3apaTycTpa nepenojiHeH cf)pa3aMH o nenoBexe b ero 
TaHnyiomeH cyra. 

31 Bcer^a coacanejia o tom, hto 6biJia Bbrnyac^eHa TaHpeBaTb b TeaTpe, r,ne jhoah 
3anjiaTHJiH 3a cboh MecTa; b TeaTpe c ero Aypau,xoii xopoGnaToii cueHOH, npHBHeceHHoii 
H3 flHen HTajibHHCxoro Fhhbojih (neTpymxn); h r^e cTaTyc 3pHTeneH 3axjnoHaeTca b tom, 
HTO JHOflH CHflHT Ha MeCTe H CMOTpHT, HO HHX3X He ynaCTByiOT. KOHeHHO, B MOMeHTbl 
Sojibihoto 3HTy3Ha3Ma, xopua ayziHTOpHa npoaBJiaeT ce6a h annoflHpyeT, ohh 
o6HapyacHBaioT CTeneHb Tami,eBajibHoro coynacTHa. Ho a MenTajia o 6onee nojiHOM 
TaHH,eBajibHOM BbipaaceHHH co CTOpoHbi ay^HTopHn, b TeaTpe b cfiopMe aMcfiHTeaTpa, r^e 
He 6biJio 6bi HHxaxnx npnHHH, noneMy 6bi b onpefleneHHoe BpeMa, oSmecTBeHHOCTb He 
flOJiacHa 6bina B03HHxaTb h, no MoeM npocb6e, ynacTBOBaTb b ^eHCTBHH pa3JiHHHbiMH 
acecTaMH TaHpa. Hto-to H3 stoto, aojdxho 6bitb, cymecTBOBano b ApeBHHx xyjibTax 
AnojinoHa h ^HOHHca. Hto-to H3 stoto, ao chx nop, Bee eipe cymecTByeT b pHTyajiax 
xaTOJiHHecxoH, a Taxace h rpenecxoH uepxBH, r^e npnxoacaHe, b otbct Ha npH3biBbi 
CBameHHHxa, cbo6oaho noflHHMaioTca, CTaHOBaTca Ha xojichh h xnaHaiOTca. 31 Bcer^a 
Ha^eaiiacb, hto npH^eT ^eHb, xor^a y Hac noaBHTca Taxon xpaM, r,ne ny6jiHxa BMecTe co 
mhoh, b pa3JiHHHbix cfiopMax ynacTBya b mocm TaHpe, ^ocTHraeT HaMHoro 6onee nojiHoro 
yflOBaeTBopeHHH, neM ohh xor,na-JiH6o ncnbiTaiOT, npocTO cn^a b xanecTBe 3pHTejieix 
CxpaSnH, pyccxHH xoMno3HTOp, Hba npeacAeBpeMeHHaa CMepTb oneHanHJia 
My3bixajibHbiH MHp, 6biji oahhm H3 BejiHHaHHinx nosTOB h reHneB Mnpa. Oh He tojibxo 
6biji BejiHXHM xoMno3HTopOM, ho h HMen BHHeniie nojiHoro My3bixajibHoro BbipaaceHHa b 
(jiopMe, HBeTe h ^BnaceHnn. Kor^a a HMena pa^ocTb BCTpenn c hhm b MocxBe b 1912 
rofly, h paccxa3biBajia eMy cboh H^en ^aa ihxojibi h xpaMa, oh cxa3an MHe, hto H^eajiOM 
ero acH3HH 6bijio C03flaHHe Taxoro xpaMa b Hh^hh, r^e b o^ho h to ace BpeMa c nojiHbiMH 
opxecTpoBbiMH rapMOHnaMH, 3pHTejin xynajiHCb 6bi b HBeTax. Ero H^en 6bijih HacTOJibxo 
B COOTBeTCTBHH C MOHMH BH^CHHaMH, HTO MbI yBepeHHO 3aflyMaJIH BMeCTe OTnpaBHTbCa B 
Hhjihio, h ynacTBOBaTb b co3flaHHH stoto xpaMa. Ybbi, BOHHa h ero paHHaa CMepTb 
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npepBajiH 3to. il He 3Haio, nucaji jih CxpnOHH xorAa-jinOo hto-jih6o onpeAeJieHHoe o ero 
nuaHax OTHOCHTejibHO o6i>eAHHeHHn HBeTa, cBeTa h ABHnceHHH b anocf)eo3e KpacoTbi, ho n 
yOencAem, hto b oahh npexpacHbiii AeHb ero reHHH Han^eT cBoe BbipanceHne nepe3 
HeKoro Me^HyMa. 

B fleTCTBe mm ocTpo nyBCTByeM pejinrH03Hoe nyBCTBo ABHnceHHn, h6o Tor^a yM eipe He 
3aTyMaHeH AomaMH hjih BepoyHemniMH. ^era nojiHOCTbio npeAaiOTCfl npa3AHOBaHHio h 
noKJiOHeHHio HeBe^OMOMy Bory, - "He3aBHCHMO ot Toro, MoryT jih 6ora 6biTb". Ha 
caMOM AeJie, nepe3 ABHnceHHn cBoero Tejia, peSeHOx MonceT nomiTb MHorne Benin, 
KOTOpbie flini Hero Obijio 6bi hcbo3mo>kho nocTHrHyTb npn noMOipn HanncaHHoro hjih 
npoH3HOCHMoro cnoBa. MHorne rjiyOoxne TaiiHbi BHeniHHx h BHyTpeHHHx cmbicjiob 
npHpoflbi h npHpOAHbix chji MoryT 6biTb ^aHbi peOemcy nocpeACTBOM TaHHa. Oahh H3 
nepBbix, kto 3to nomra, 6biji }KaH-)Kax Pycco, xoTopbiii b cBoeii KHHre "Omhjib hjih 
o6pa30BaHHe peOemca", 3ameji Aance Tax AaJiexo, hto yTBepncAaji, 6yATO peOemcy Hejib3n 
npenoABBaTb HTeHne hjih nncbMO ao 12 jieT. ,3,0 3Toro BpeMeHH, Bee ero 3HaHHn AOJincHbi 
6biTb nojiynenbi nepe3 My3bixy h TaHHbi. Jliooonbmio, hto, xoth 3to oahh h3 caMbix 
SojibiHHx ^HCKypeoB Ha o6pa30BaHHe peOemca, xoTopbiii 6biJi 3anncaH 6ojiee 100 neT 
Ha3a^, caMbie coBpeMeHHbie ihxojibi Bee eipe He oco3HajiH ero, h Bee eipe MynaiOT Tejia 
AeTeil, TipeTHO cTpeMncb oOpaTHTbcn k hx He3pejiOMy HHTejuieKTy nocpe^CTBOM cjiob, 
KOTOpbie 3HanaT ajib AeTeii oneHb Majio. 

MHe He pa3 cjiynajiocb noATBepAHTb 3to npHMepOM, npn pa3'bncHeHHH peOemcy CMbiena 
nosMbi. Ecjih npocTyio no3My, KOTOpyio, n nojiaraio, jiioOoh peSeHOx AOJinceH 6e3 Tpy^a 
noHUTb, oh BbiyHHT HaH3ycTb, a nocjie n 3a^aM eMy Bonpoc o cmbicjiobom 3HaneHHH 
pa3JiHHHbix cTpocf), to OTBeTOM 6yAeT SecnopnAOx cjiob, H3 KOTOporo nocjieAyeT 
HecnoeoSHOCTb k noHHMaHHio peajibHoro 3HaHemin. Tor^a, n B3mia 6bi Ty nee caMyio 
no3My, h HayHHJia 6bi peOemea Tami,eBaTb ee b neecTe h b 3MOHHOHajibHOM nepeBOAe 
ABHneeHHH, h c y^OBOJibCTBHeM Ha6jiiOAajia 6bi, xax jihho peOeHxa ocBemaeTcn 
noHHMaHHeM, h 6bina 6bi yBepeHa, hto oh, Ha caMOM flejie, y3Haji nepe3 ABHneeHne 3to 
CTHXOTBOpeHHe, XOTOpOe, AO 3TOTO MOMeHTa, 6bIJI COBepHieHHO He B COCTOHHHH nOHUTb 
CO CJIOB. 

JllOAH HMeiOT nOJIHOCTbK) JIOneHyiO XOHHenHHIO Ba)XHOCTH CJIOB no cpaBHeHHio c 
ApyrHMH cnocoOaMH BbipaneeHHH, ctojib nee motphtimh, xax h cjiOBa. Ben ayzpiTOpHn, Tax 
Ha3bmaeMbix, noHTeHHbix jiiOAeii, xoTOpbie noxHHyjin 6 bi TeaTp, ecjin 6 bi tojibxo xto- 
jih6o Hanaji ymineaTb xoro-Jin 6 o hjih Hcnojib30Ban 6 bi HenpHJiHHHbie cjiOBa, OAHaxo, ohh 
6 ynyr CHAeTb Been cnexTaxjib, b xotopom xto-to AenaeT HenpHJiHHHbie ABHneeHHH, Taxne, 
hto, ecjin hx nepeBecTH b cnoBa, 3acTaBHJiH 6 bi ayAHTOpHio OpocHTbcn nponb H3 TeaTpa. 
no-BHAHMOMy, cxpoMHan MOJiOAan AeBymxa He 6 yAeT AyMaTb 06 oOpameHHH x 
MOJiOAOMy nejiOBexy b cTponxax hjih pa3roBOpHbix (J)pa3ax, xoTOpbie 6bijih HenpnjiHHHbi, 
h Bee nee, Ta nee caMan AeBymxa, BCTaHeT h HamieT TaHu,eBaTb sth cf)pa3bi c hhm, b Taxnx 
TaHii,ax xax BapjiCTOH h Ehsx-Eottom ( 6 yxB. "BepHoe ,3,ho" HJIH "BepHan ,3,bipa", 
aMepHxaHCXHH oOmecTBeHHbiii TaHeu acf)poaMepHxaHcxoro npOHexoncAeHHn, 
nonyjinpHbiii b AMepnxe b 1920-x roAax), b to BpeMn, xax HerpHTHHc xhh opxecTp 6 yAeT 
nrpaTb "noTpncH-xa 3Ty rnTynxy!" 

Hmchho H3-3a 3thx cjiob TeaTpajibHbie ueroopbi oOpymHJiHCb Ha HexoTopbie nbeebi b 
Hbio-Hopxe h npHrp03HJiH noMecraTb hx axTepOB b TiopbMy 3a aMOpajibHyio 
nponaraHAy, b to BpeMn xax no coceACTBy, b MK)3Hx-xojuie, ABHneeHHH TamjopOB, ecjin 
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6ti 6bijih BMpaaceHM cnoBaMH, to hmcjih 6bi TaKyio rpa3b h 6e3HpaBCTBeHHOCTb, hto 
noAo6Hoe cpa3y 6bijio 6bi 3aKpMTO nojiHHHeii. 3to coBepmeHHO cnpaBeflJiHBO, 
nocKOJibKy jiioah He 3HaiOT, hto BbipaaceHne ABHacemia h My3MKajibHbix 3ByKOB BnojiHe 
Tax ace hcho BceM, kto noHHMaeT ero, Kaic h cnoBa. JIio6oMy, kto Tax ace HyBCTBHTeneH k 
ABHaceHHaM, KaK a, zieBaTb ^ecaTbix nacTeii ABHaceHHH, KOTOpbie c^ejiaHM b o6bihhoh 
TOCTHHOH, 6bIJIH 6bI HIOKHpyiOHIHMH, He H3-3a HX HenpHCTOHHOCTH, HO H3-3a HX 
HenpHJiHHHoro 6ecnjioflHa. ElosTOMy, a ocyac,naio coBpeMeHHbie TaHHM He ctojibko 3a 
HenpHCTOHHoe noBefleHne hx BMpaaceHna, KaK, noTOMy hto ohh, no cymecTBy, 
CTepHJibHM h 6ecnojie3HM. Mono^bie jiioah, KOTOpbie npaKTHKyioT hx b TeneHne 
AJiHTejibHoro BpeMeHH, KaK npaBHJio, CTaHOBaTca ctojib ace 6ecnojie3HMMH h 
JierKOMbICJieHHbIMH, KaK ABH5KeHHM, KOTOpbie OHH npaKTHKOBaJIH, TaK ace, KaKHMH CTaJIH 
6m hx yMM, ecjiH 6m ohh nocToamio nHTajiHCb Ha /ineTe H3 neHCOBbix pOMaHOB h njioxnx 
cthxob. roBopio, hto /pia HaHHH HMeeT nepBOCTeneHHoe 3HaneHHe o6ynaTb cbohx 
^eTeii noHHMaHHio h HcnojiHeHHio ABHaceHHH BenHKOH repOHnecKOH h ^yxoBHon 
KpacoTbi; BaacHO nocTaBHTb MHoacecTBO 3anpeTOB Ha npo,naacy cexca, hto caMO no ce6e 
xoporno, h nocTaBHTb Te ace 3anpeTM Ha cfipHBOJibHMe KapHKaTypbi h ceKcyajibHbie 
CHMBOJIbI, KOTOpbie HaXOABTCa B T3KHX TaHU,aX KaK (JlOKCTpOT H EjI3K-EOTTOM. 

Ecjih 6bi, 20 jieT Ha3a^, Kor^a a b caMOM Hanajie yMOJiana AMepHKy npHHUTb moio 
niKOJiy h moh Teopnn TaHpa bo Bcex rocy/iapcTBeHHbix niKOJiax, ecjiH 6m ohh 6bi Torpa 
npHHajiH moh 3anpoc, to stot npHCKOp6HMH coBpeMeHHMH TaHei;, KOTOpbin HMeeT cboh 
KOpHH B 06 pa^ax acjipHKaHCKHX npHMHTHBOB, HHKOT/ia, B03M0aCH0, He MOT 6bl CTaTb 
^OMHHHpyiOmHM. YflHBHTeJIbHO, HTO MaTepH, KOTOpbie 6bIJIH 6bl CHJIbHO HIOKHpOBaHM, 
ecjiH 6m hx ponepn ponacHM 6mjih ynacTBOBaTb b peajibHoii opran (KOTOpaa, b KOHue 
kohhob, MoaceT 6bitb He Tax Bpe^Ha pna hhx, - TaK KaK HacToaipaa oprna MoaceT, KaK 
peajibHbiii HiTopM, ohhcthtb aTMoecfiepy pna 6onee hhctbix BemeM) - 3 th MaTepn 6ynyr 
Ha6niOAaTb c 6narocTHOH caMoyenoKoeHHOCTbio Ha cbohx ponepeH, KOTOpbie, Ha 
TaHunojie, Ha hx ace rna3ax, npepaiOTca HenpHCTOHHMM cypoporaM. 

Korpa MHe 6bijio 15 JieT, h a noHajia, hto HeT HHKaKoro yHHTejia b MHpe, KOTOpMH mot 
6bi paTb MHe jno6yio noMoipb b mocm acejiaHHH 6bitb TaHu,OBmHueH, noTOMy hto, b to 
BpeMa, eflHHCTBeHHaa niKOJia, KOTOpaa cymecTBOBajia, 6biJia 6aneTHoii, h a noBepHyjiacb 
k HCCJieAOBaHHio npHpopbi, nocKOJibKy 3aMeTHJia, hto Bee ppyrne xypoacHHKH, KpOMe 
TaHu,opOB, penaiOT 3to. Ectb HTO-HH6ypb 6onee nynecHoe hjih npeKpacHoe b npHpope, 
neM HCCHe^OBaHHe tohkhx jho6obhbix pBHaceHHH pacTeHHH? Moe BOo6paaceHne 6mjio 
nepBHHHo: 3axBaneHHaa 3aMeHaTejibHMM cTHxoTBopeHneM IIIejuiH "HyBCTBHTejibHoe 
pacTeHHe", pna cbohx TaHpeB, a roynana pBHaceHHa pacKpbiTHa hbctob, h noneT nneji, h 
onapoBaTejibHyio rpapmo rojiy6eii h ppyrnx nTHH. Bee ohh, Ka3anocb, 6bijih 
BbipaaceHHaMH npHpopbi h nio6oBHoro TaHpa, KOTOpbin npoxopHT nepe3 bcio acH3Hb. 
npoHHTana o TaHpe cjiohob b jiyHHOM cBeTe h o KOJioccajibHOM nopbeMe hx xo6otob. 
BHe3anHbiii noBopOT tojiobbi jibbob h rarpoB CTaji accopniipoBaTbca b Moeii rojiOBe c 
OT6pacbmaHHeM tojiobm BaKxaHKH. 3th nio6oBHMe pBHaceHna aBJiaioTca caMMMH 
6naropOflHMMH b npnpofle, Tax ace, KaK "BHXJiaHne 3apoM" b TaKOM TaHpe, KaK BapHCTOH, 
aBJiaeTca caMMM no3opHMM. B npaKTHKe TaHpa, b ero OTHomeHHH k jho6bh, mbi ponacHM 
npaKTHKOBaTB Te pBHaceHHa, KOTOpbie o6naropaacHBaioT, a He Te, KOTOpbie ocKBepHaioT 
6oacecTBeHHMH o6pa3 o6HaaceHHoro neiioBeKa. BacTO, Korpa jiioph CTaBHJin nop 
coMHeHne moh HpaBM, a oTBenajia, hto CHHTaio ce6a Hpe3BMnaHHO MOpajibHoii, noTOMy 
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HTO BO Bcex MOHX JIK) 60 BHBIX B3aHMOOTHOHieHHHX, % fleJiaJia TOJIbKO Te flBH5KeHH^, 
KOTOpbie Ka)KyTCa MHe KpaCHBbIMH. 

B ApeBHerpenecKHx MHcfiax Bcer^a 6buio npeBpaipeHHe 6ora b HeKOTopbiii oneMeHT, 
nepe3 KOTOpbiii Bbipa>KajiHCb ero jiio6oBHbie jiacKH. 3eBC hbhjicii CeMene Rax mojihhh; k 
^aHae b BH^e 30JiOToro TyMaHa, k EBpone b BH^e Sbixa; k Jle^e b BH^e 6enoro Jie6e,zpi. 
3t0, B AeHCTBHTeJIbHOCTH, TOJIbKO JIHHIb CHMBOJI KpaCHBOH cflOpMbl H flBH>KeHIW BCeH 
jik>6bh. 3to HacTOumHH TaHeii jiioObii - tot sjieMeHT, KOTOpbiii 6epeT Ha ce6n Bee nacTii 
npHpOABI H CTaHOBHTCH, B CBOK) OHepeflb, o6jiaKOM, TyMaHOM, OTHeM, SbIKOM HJIH 6eJIbIM 
jieSeAeM. Bee jhoSobhhkh, KOTOpbie TOp^KecTByiOT b peajibHOH KpacoTe jho6bh, 3HaiOT 
3TH (JlOpMbl. H TO HBJWeTCH H3/jeBaTeJIbCTBOM, HTO OHO flOJHKHO 6bIJIO npHHTH B HaiHy 
Tnoxy, 3TO OflHO H3 CaMbIX KpaCHBbIX Bbipa)KeHHH BaKXHHeCKOH H HyBCTBeHHOH jho6bh, 
KOTOpoe Kor^a-jiHSo 6buio HanncaHO (a HMeio b BH^y BaKxaHajiHH H3 TaHreii3epa 
Baraepa), oho aojdkho 6bitb H3o6pa>KeHO TpeMn OajiepHHaMH b )KecTKHx io6Kax, 
CTOUHIHX Ha KOHHHKaX naJIbHeB HOT B p030BbIX 6aJieTHbIX TycjlJHIx! 31 BH^eJI 3TO, KOTfla n 

npH6buia b BaiipoiiT b 1905 ro^y. 

JIioflH cnpaniHBaiOT Memi, - cwraeTe jih bbi Hy^KHbiM ^eJiaTb jnoSoBHbie jiacKH 
HCKyCCTBOM, H H 6bl OTBCTHJia, HTO He TOJIbKO JHOSOBb, HO KaiK^aH HaCTb 5KH3HH flOJI>KHa 
6biTb ocymecTBJieHa KaK HCKyecTBO. IIocKOJibKy mm Sojibine He Haxo^HMCn b coctohhhh 
nepBoObiTHoro AHKapn, ho Bee Bbipa>KeHHe Hameii >kh3hh aojdkho 6mtb co3/iaHO nepe3 
KyjIbTypy H npeo6pa30BaHHe HHTyHHHH H HHCTHHKTa B HCKyCCTBO. 

1927. 


• rPEi^Hii • 


IIAPMHOH 

—Isadora Duncan, The Art, pp. 64-65. The Parthenon. 

J1IOEOH, kto, npnobiBafl y no^HOKHn AKponojni, npeKJiommcii MOJiHTBeHHbiMH HoraMH 
k flapcjienony, h Ha paccToamiii BbiTJinyTOH pyKH ctohji nepen sthm naMUTHHKOM 
eAHHCTBeHHO SeCCMepTHOH KpaCOTbl, KTO HyBCTBOBaJI nO^teM CBOeil AyniH K 3TOH 
BejiHKOJien hoh (JiopMe, kto noHHMaji, hto oh o6peji to ceKpeTHoe MecTO b caMOM uempe 
MHpa, OTKyzia rojiynaioTai b OecKpaiiHHe npocTOpbi Bee 3HaHHn h bch KpacoTa - h hto oh 
npHObui b caMoe impo h KopeHb stoh KpacoTbi - kto, noflmiB cboh rjia3a k pHTMHHecKoii 
noejieAOBaTejibHOCTH ,Zl,opHHecKHx kojiohh, nonyBCTBOBaji, hto "cfiopMa" b ee caMOM 
npeKpacHOM h caMOM Ojiaropo^HOM CMbiejie BonjiomaeT ^yx caMoro bbicokoto )KejiaHHn 
(JiopMbi, tot noiiMeT pa^H Hero h cTapaiocb b cBoeM nepBOM TaHpe ceroAHn BenepOM. 3 to 
S y^eT moh nonbiTKa Bbipa3HTb nyBCTBO HejiOBeHecKoro Tejia no othoihchhio k 
^O pHHeCKOH KOJIOHHe. 
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B Tenemie nocne^HHx nerapex MecflueB, xa^RABiH AeHb, x CTOxna nepeA 3thm nyAOM 
coBepmeHCTBa TBOpemix HejiOBeHecxHx pyx. il BHAena BOKpyr Hero noxaTbie Xojimbi, b 
pa3HBIX (J)OpMaX, HO H B npXMOM npOTHBOpeHHH, Ha npXMOM KOHTpaCTe C HHMH, 
B03BbiuiaiomHHCx IIap(J)eHOH, BbipajxaiomHH cbok) cf)yH,ziaMeHTajibHyK) H^eio. He b 
HMHT aU,HH BHeiHHHX <f)OpM npHpOAbl, a B nOHHMaHHH BeJIHKHX TaHHbIX npaBHJI npnpOAbl, 
BblpOCJlH TaM 3TH ^OpHHeCKHe KOJIOHHbl. 

nepBbie ahh, Koraa a CTOXJia TaM, Moe Tejio 6 bijio, Rax 6yaTO hhhto h ayuia mo a 6bina 
paccexHa; ho nocTeneHHO, npH3biB Oonbuioro BHyTpeHHero ronoca XpaMa, B03BpaTHJi 
nacTb Moeii jihhhocth ajib Toro, htoObi noxjiomiTbcx eMy: CHanajia npH6buia mox flyrna h 
CMOT pejia Ha AOpunecxHe xonoHHbi, a 3aTeM npH6buio Moe Teno h TO)xe CMOTpejio - ho b 
o6ohx 6bijih THHiHHa h noxoH, h x He CMejia ^BiiraTbcx, noTOMy hto a nomma, hto H3 
Bcex flBH)xeHHH, xoTOpbie /jejiajio Moe Teno, hh oaho He 6 bijio aoctohho Toro, hto6bi 
6biTb CAejiaHHbiM nepeA AOpHnecxHM XpaMOM. H, nocROJibxy x CTOXJia TaxHM o6pa30M, x 
nomma, hto AOJDRHa huhth TaHeu,, ycnjine xoTOporo coctoxjio 6bi b tom, hto6bi olitl. 
AOCTOHHbIM XpaMa - HJIH HHROTAa He TaHU,eBaTb CHOBa. 

Hh Carap, hh HnM(j)a He bxoahjih 3Aecb, hh TeHH, hh BaxxaHRH. Bee, hto x TaHpeBajia, 
3anpeTHJi stot XpaM - hh jho6bh, hh HeHaBHCTH, hh cTpaxa, hh paAoera, hh nenajin - 
TOJIbRO pHTMHHHaX HHTOHaH,HX, 3TH AOpHHeCRHe ROJIOHHbl - H TOJIbRO B nOJIHOH TapMOHHH 
3 tot BejiHxojienHbin XpaM, enoxoHCTBHe nepe3 Bee Bexa. 

B TeneHHe mhotiix AHeil HHxaxoe ABH>xeHHe He npHxoAHJio xo MHe. A noTOM, b oahh 
npexpacHbiH AeHb, xo MHe npHnuia Mbicnb: 3th rojiohhbi, xoTOpbie xotb h xa^xyrcx 
HacTOJibxo npxMbiMH, ho Bee eipe nojiHOCTbio npxMbiMH He xbjhhotcx, xa>RAax mxtro 
H3rH6aeTCx ot ocHOBaHHx ao bbicotbi, xa>RAax HaxoAHTex b njiaBHOM ABH>xeHHH, hh OAHa 
HHROTAa He OTAbixaeT, h ABH>xeHHe xa>RAOH HaxoAHTex b rapMOHHH c ocTajibHbiMH. H, 
xoTAa x AyMajia 3to, moh pyxn MeA-nemo noAHHManHCb x XpaMy, h x noAanacb BnepeA, - 
a noTOM x nomma, hto Hanna cboh TaHeu,, h 3to 6bna MojiHTBa. 

1903 hjih 1904. 
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TAHIJOBLLJHK H nPHPO^A 

—Isadora Duncan, The Art, pp. 66-70. The Dancer and Nature. 

HH B O^HOH cTpaHe pyrna He pejiaeTCii ctojib >xe HyBCTBHTejibHoii k KpacoTe h 
MyppocTH KaK b rpeunn. npHCTajitHO B3Hpaa Ha He6o, xajKpbiH noHHMaeT, noneMy 
A(j)HHa, Eothhh MyppocTH, 6biJia Ha3BaHa 'Tojiy6orjia30H", h noneMy yneHne h KpacoTa 
Bcerpa bxojhit b ee ooHsannocTii. H KajKpbiii nyBCTByeT Taxace, noneMy fpemiH 6biJia 
3eMJieii BejiHKHx <J)HJioco<j)OB, jiioSHTejieH MynpocTH, h noneMy caMbiii bcjihkhh H3 hhx 
Ha3Ban caMyio Bbicmyio xpacoTy caMOH Bbicmeii MynpocTbio. 

BepHO jih, hto npH3HaHHe KpacoTbi KaK caMOH bbicokoh Hpen nojiHOCTbio npHHa^jie>KHT 
o6nacTH HHTejuieKTa HejiOBeica?... Hjih bbi pyMaeTe, hto acempiiHa Taxace Morjia 6bi 
pOCTHTHyTb 3HaHH3 CaMOH BBICOKOH KpaCOTbl? PaCCMaTpHBaa aceHipHH B HaHieH CTpaHe, 
Kax ohh ecTb ceropHu, He KaaceTca jih, hto oneHb HeMHorne H3 hhx HMeioT HCTHHHoe 
nyBCTBO h jnoSoBb k KpacoTe KaK k Hpee? He KaaceTca jih, hto ohh npHBepaceHbi TOMy, 
HTO HBJIHeTCH TOJIbKO JIHHIb nyCTHKOBOCTBIO H CMa3JIHBOCTbIO, HO OCTaiOTCH CJienbIMH K 
HCTHHHOH KpaCOTe? 

npH cjiOBax "ncTHHHaa KpacoTbi" nepep mohmh rna3aMH npoxopHT npOHeccmi (Jmryp, - 
aceHCKHe (Jmrypbi, 3appanHpoBamibie cjierKa b SjiaropopHbix ppannpOBKax. Ohh npyT no 
ABoe, h rapMOHHn hx Teji, pacKanHBaiomHxcH c hx rnaraMH, noxopHT Ha My3biKy. 

Moaoio 6biJio 6bi Taxace 3acTaBHTb Hac noBepHTb, hto acempHHbi He cnocoSHbi no3HaTb 
KpacoTy KaK Hpeio, ho h pyMaio, hto 3to tojibko TaK KaaceTca, He noTOMy, hto ohh He 
enOCOSHbl K BOCnpHUTHIO, HO TOJIBKO nOTOMy, HTO OHH B HaCTOaipee BpeMa 3aKpbIBaiOT 
rna3a Ha raaBHoe cpepcTBO, Haxopameeca b hx bjibcth, pjia noHHMamni Hcthhhoh 
K pacoTbi. Hepe3 KpacoTy rna3 HanSojiee jierKO HaxopHTb nyTb k pyrne, ho ecTb eipe ophh 
cnoco6 pjia aceHipnH - B03M05KH0, 6ojiee npocToii cnoco6 - h hmchho nepe3 no3HaHne 
CBoero Tejia. 

HejiOBeHecKoe Tejio nepe3 Bee Bexa caMO no ce6e HBJiaeTca chmbojiom Bbicmeii KpacoTbi. 
A BH>Ky, Kax mojioaoh nacTyx chpht b OKpyaceHHH CBoero CTa.ua, h nepep hhm, b Jiynax 
Bocxopaipero comma, ctoht Eothhh Krnipa, h OHa yjibi6aeTca, xorpa OHa KacaeTca ero 
pyKH, oacHpaa Harpa^Bi, KOTOpaa OHa 3HaeT, 6ypeT npHHapjieacaTb eii. 3to roaipHO 
ypaBHOBemeHHaa rojiOBa, 3th nojiorHe njienn, 3th TBeppbie h Kpyrjibie rpyzpi, 
pOCKOmHaa TaJIHH CO CBOHMH CB 060 flHbIMH JIHHHUMH, H3TH6aiOmHMHCH K Se^paM, BnJIOTb 
po KOJieHeii h hot - Bee opho npexpacHoe pejioe. 

XypOaCHHK, 6e3 3TOrO nepBOTO 0C03HaHHII npOnOpHHH H JIHHHH HeJIOBeHeCKOH (JlOpMbI, 
He mot 6bi oco3HaBaTb KpacoTy, oxpyacaiomyio ero. Korpa ero npean HenoBenecKoii 
(JiopMbi - SjiaropopHbiii, Torpa ero KOHuenumi Been jihhhh h cfiopMbi b npnpope HBJiaeTCH 
caMOH SjiaropopHoii: 3HaHne cfiopM He6a h 3Cmjih - h H3 3toto nponcxopHT KOHuenumi 
jihhhh h (JiopMbi apxHTeKTypbi, aomonHCH h CKyjibnTypbi. Bee HCKyecTBO - pa3Be oho He 
npnxopHT H3HanajibHO H3 nepBoro HejioBenecKoro co3Hamni SjiaropopcTBa jihhhh 
HejiOBeHecKoro Tejia? 

KaK JKeHipHHa pOJiaCHa pOCTHTHyTb 3HaHHH 3TOH KpaCOTbl? OHa pOJHKHa HaHTH 3TO 
3HaHHe b cnopTHBHOM 3ajie, HCCJiepya cboh Mbimubi b My3ee OTHOCHTejibHO 
CKyjibnTypHbix cfiopM, hjih c noMoipbio nocToaHHoro C03epii,aHHH xpacHBbix oBbcktob, h 
OT pa>KeHHe hx b yMe? 3 to Bee cnocoSbi, ho raaBHoe b tom, hto OHa pojHKHa jkhtb Been 
3TOH KpaCOTOH, H ee TeJIO POJHKHO 6bITb 5KHBBIM nOKa3aTeJieM 3TOTO. 
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He mbicjibio hjih paccMOTpeHHeM KpacoTti tojibko jihihb, a npojKHBaHHeM ee, jKeHipHHa 
Sy^eT yHHTbCM. H nocKOJibKy cfiopMa h ABH>KeHHe HeoT^ejiHMbi, x Morna 6 bi CKa3aTb, hto 
OH a HayHHTCM 3THM ABH5KeHHMM, KOTOpbie HaXOflflTCfl B COOTBeTCTBHH C KpaCHBOH 
(J)OpMOH. 

H KaK Ka)KAbIH AOJDKeH Ha3BaTb TO ABH>KeHHe, KOTOpOe HaXOflHTCM B COOTBeTCTBHH c 
caMOH KpaCHBOH HejiOBenecKOH cfiopMOH? Ectb Taxoe Ha3BaHHe, Ha3Bamie oahoto H3 
CaMbIX CTapbIX H3 Bcex HCKyCCTB - OCB^IHieHHblH BeKaMH KaK OflHa H3 3THX fleBflTH My3 - 
ho 3to H33BaHHe, KOTOpoe nonano b TaKyK) AypHyio cjiaBy b Harne BpeMn, hto CTano 
03HanaTb npHMO npoTHBonojiomioe ot stoto onpeAeJiemni. Jl Ha3Bana 6bi ero TaHu,eM. 
)KeHm,HHa AOJHKHa y3HaTb KpacoTy cfiopMbi h flBH>KeHHH nepe3 TaHeu. 

Bepio, 3/iecb HaxoflHTCH 3aMenaTejibHoe HeoTKpbiToe HacjieflCTBO jxsik 6yflymen 
JKeHCTBeHHOCTH, - CTapblH TBHeH, KOTOpblH flOJDKeH CTaTb HOBbIM. OHa flOJHKHa 6bITb 
CKyjibnTypOH He b rjiHHe hjih MpaMOpe, a b ee coSctbchhom Tejie, KOTOpoe OHa Sy^eT 
CTpeMHTbCH flOBeCTH flO CaMOTO BblCOKOTO COCTOUHHH nJiaCTHHeCKOH KpaCOTbi; OHa 
flOJDKHa 6bITb XyZJO>KHHKOM, HO, KaK HaCTb SOJIBHIOH KapTHHbl, OHa flOJDKHa CMeiHaTbCH BO 
mhothx KOMno3HHHHx hoboto H3Memnomerocii cBeTa h HBeTa. C ^BH>KeHHeM cBoero Tena 
OHa AOJDKHa HaiiTH ceKpeT HfleajibHOH nponopmiH jihhhh h kphboh. HcKyccTBO TaHpa 
OHa BbiBe^eT Ha noBepxHOCTb KaK 6ojibihoh popHHK hoboh >kh3hh rjix CKyjibnTypbi, 
>KHBonHCH h apxHTeKTypbi. 

H npe^K^e, neM jKeHipHHa cmojkct pocthhb bbicokhx Beipen b HCKyecTBe TaHpa, njiHCKa 
/pin Hee pojimia Ha npaKTHKe cymecTBOBaTb KaK HCKyecTBO, hto Ha ceropHniHHHH peHb b 
Harneii cTpaHe, hccomhchho, He TaK. 

r^e MbI POJI5KHBI HCKaTb TJiaBHBIH HCTOHHHK pBH5KeHHII? )KeHIH,HHa He eCTb Beipb 
o6oco6jieHHaa h OTpejibHan ot Been ppyroS 5kh3hh, opraHHHecKOH h HeopraHHHecKOH. 
OHa HBJIHeTCa JIHHIb 3BCHOM B penH, H ee pBH>KeHHe POJI5KHO 6bITb e^HHblM C SOJIBHIHM 
ABH>KeHHeM, KOTOpoe npoxo^HT nepe3 bck) BcejieHHyio; h, cjiepoBaTejibHO, hctohhhkom 
pjui HCKyecTBa TaHpa 6ypeT HCCJiepoBamie abhjkchhh IIpHpopbi. 

C ycHJieHHeM 6pH3a nan mophmh, bopbi cjiopMHpyiOTCfl b pjihhhbix BOJiHOo6pa3Hbix 
ABH5KeHHHX. H3 BCCTO flBHJKeHHfl, KOTOpOe paeT HaM pa/IOCTb H yflOBJieTBOpHeT HyBCTBO 
ABH5KeHHH pyiHH, Te CaMbie BOJIHbl MOpH Ka>KyTC5I MHe CaMbIMH npeKpaCHbIMH. 3to 
Sojibinoe ABH>KeHHe bojihbi npoSeraeT nepe3 bcio IIpHpopy, nocKOJibKy, Korpa mbi 
npocMaTpHBaeM bopbi bpojib pjihhhoh jihhhh BbicTynoB Ha 6epery, b hhx, Ka>KeTcn, 
TaK)Ke ecTb Sojibinoe BOJiHOo6pa3Hoe pBH>KeHHe Mopn; h Bee pBHJKemni b IIpHpope, MHe 
Ka)KeTcn, HMeioT b KanecTBe CBoero ochobhoto njiaHa 3aKOH bojihoboto pBH>KeHHiL 

Bnepa mbi tobophjih o pbhjkchhh b IIpHpope, o tom, hto pBH>KeHHe bojihbi 6bijio 
Ba)KHbiM ocHOBaHHeM. Hpeii nocTOHHHO npeno^HOCHT ce6n ko MHe, h x BH>Ky, hto bojihbi 
npoxopHT nepe3 Bee Beipn. IIocMOTpHTe ckbo3b pepeBbH, - h ohh, Ka^KeTcn, TaK5Ke 
POJI5KHBI 6bITb HeKHM 06pa30M COOTBeTCTBOBaTb JIHHHHM BOJIH. Mbi MOTJIH 6bl pyMBTB O 
HHX H C flpyroil TOHKH 3peHHH! HTO BCH 3HepTHH BBIpaJKaeTCH Hepe3 3TO pBH>KeHHe BOJIHbl. 
H6o, noneMy He bchomhhtb o 3ByKOBbix BOJiHax h cBeTOBbix TaK>Ke? H Korpa mbi 
npHXOpHM K HBH/KeilHHM OpraHHHeCKOH npupOHBI, TO, Ka)KeTCH, Bee CBOOOHIIbie 
eCTeCTBeHHbie ABH5KeHHH COOTBeTCTByiOT 3aKOHy ABHJKeHHH BOJIHbl: nOJieT nTHH, 
HanpHMep, hjih noflCKaKHBaHHe jkhbothbix. Oto ajiBTepHaTHBHoe npHTiDKeHHe h 
conpoTHBJieHHe 3aKOHy thtotchhii, kotopbih Bbi3biBaeT 3to BOJiHOBoe nepeMemeHHe. 
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A BHacy mothbbi TaHija bo Bcex Bemax, npe^MeTax h aBJieHnax BOKpyr MeHa. Bee 
HCTHHHBie TaHIieBaJIBHbie flBHaceHHa, B03M0aCHBie JXJIX HeJIOBeHeCKOTO Tena, CymeCTByiOT 
npoK^e Bcero b IIpHpofle. Hto TaKoe "hcthhhbih TaHeu" npoTHB Toro, hto Moaoio 6bijio 
6bi Ha3BaTB noacHBiM TaHpeM? Hcthhhbih TaHeu cooTBeTCTByeT caMOH KpacHBoii 
HeHOBenecKOH cfiopMe; noacHBiii TaHeu - npOTHBonojioacHOCTB stoto onpe,neJieHHH - to 
ecTB, to ABH5KeHHe, KOTOpoe cooTBeTCTByeT AetjiopMHpoBaHHOMy HejiOBenecKOMy Tejiy. 
CHanajia HapHcyiiTe MHe cfiopMy aceHipHHBi, KaK b npupofle. A TenepB HapucyiiTe MHe 
(jiopMy jKeHipHHBi b coBpeMeHHOM KOpceTe h aTJiacHBix TanoHKax, HcnojiB3yeMbix 
HaiHHMH COBpeMeHHBIMH TaHU,OpaMH. TenepB pa3Be BBI He BHflHTe, HTO flBHaceHHe, 
KOTOpoe eooTBeTCTBOBano 6bi o^hoh (JiHrype, 6bijio 6bi coBepmeHHO hcbo3mo>khbim psix 
Apyron? K nepBOH 6bijio 6bi B03M0acH0 othccth Bee pHTMHHec KHe ^BHaceHua, KOTOpBie 
H^yT CKB03B IIpHpOfly. ^BHaceHHa COHJIH 6bl 3Ty <j)OpMy eCTeCTBeHHOH Cpe^OH fljia ce6a. 
Bo BTOpOH (JlHType 3TH ^BHaceHHa 6bIJIH 6bI HeB03M0aCHBI BCJie^CTBHe pHTMa, KOTOpBIH 
CHOMaH H OCTaHOBJieH B KOHeHHOCTaX. 

MbI He MOaceM B3aTB flBH5KeHHH fljia BTOpOH (jjHTypBI H3 TlpHpOflBI, HO ^OJiaCHBI HaoOopOT 
HflTH cornacHO ycTaHOBJieHHBiM reoMeTpunecKHM (jinrypaM Ha ocHOBe npaMBix jihhhh; h 
3to HMeHHO to, hto c^ejiajia niKona TaHpa Haninx flHeii. Ohh H3o6pejiH ^BH>KeHHe, 
KOTOpoe npeBoexo^HO cooTBeTCTByeT HejiOBenecKOH (Jinrype 113 BTOporo npHMepa, ho 
KOTOpoe 6bijio 6bi HeB03M0acH0 /pia (jmrypBi, KaK OHa SbiJia H3o6paaceHa b HameM nepBOH 
exeMe. n03T0My, TOJIBKO Te ^BHaceHHa, KOTOpBie SbIJIH 6bI eCTeCTBeHHBIMH JSJUL nepBOH 
<|)HrypBi, Te a Ha3BiBaio hcthhhbih TaHeu. 

To, HTO a Ha3BIBaiO KaK "/ie(J)OpMHpOBaHHBIH", CHHTaeTCH, no MHeHHIO MHOTHX JHOfleil, 
SBOJHOHHeii b cfiopMe nero-TO Bbicmero, a TaHeu, kotopbih 6y/ieT cooTBeTCTBOBaTB 
eCTeCTBeHHOH (j)OpMe aceHHJHHBI, 6yneT HMH CHHTaTBCa KaK npHMHTHBHBIH H Hepa3BHTBIH. 
npHHHMaa BO BHHMaHHe, HTO OHH Ha3BaJIH 6 bI TaHeH, KOTOpBIH COOTBeTCTByeT (j)OpMe, 
oneHB yjiyHHieHHoii, cacaToii b KOpceTax h o6yBH, KaK TaHeu, cooTBeTCTByiomHH 
KyjiBType nacToamero niia. KaK Moaoio 6bijio 6bi otbcthtb 3thm jiiohhm? 

HejiOBenecKaa KyjiBTypa saKJHOHaeTca b ncnojiB30BaHHH chji IIpHpoflBi b KaHajiax, 
rapMOHHHHBIX TeM CHJiaM, H HHKOTfla He HflymHX HenOCpeflCTBeHHO npOTHB npHpOABI H 
Bcero HCKyccTBa, rayOoKO cBa3aHHoro c IIpHpoflOH b ero KOpHax; hto ^eJiaiOT 
acHBonncei;, no3T, CKyjiBnTop h ApaMaTypr, ho (JiHKCHpyiOT ^Jia Hac nepe3 cboio paOoTy b 
eooTBeTCTBHH c hx choco6hoctbio Ha6jno,naTB 3a npupofloii; - 3Ta npupo^a Bcer^a Sbuia 
H AOJHKHa 0BITB TJiaBHBIM HCTOHHHKOM BCeTO HCKyCCTBa; H B 3TOM 3aKJHOHaeTCa nOJIHOe 

pa3flejieHHe ^BHaceHHa Tami,opa ot ^BHaceHua npupo^Bi.... 

Bepoarao 1905. 


TEPnCHXOPA 

—Isadora Duncan, The Art, pp. 90-91. Terpsichore. 

Hto mbi flonacHBi c^ejiaTB, hto6bi CHOBa B03BpaTHTB Tepncnxopy Ha3afl k HaM? Mbi 
flOJiacHBi BOCCTaHOBHTB: 1. H/ieajiBHyio KpacoTy HejiOBenecKOH cfiopMBi; h 2. ^BHaceHue, 
KOTOpoe aBJiaeTca BbipaaceHueM 3 toh cfiopMBi. 
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Bee moh iiccueAOBaHHfl h roynemM b o6jiacTH TaHija 6bijih ocHOBaHti Ha 3thx flByx 
npiiHHiinax. 

Bcer^a jihhhh AeiiCTBHTejibHO KpacHBOH (J)opMti npe,zyiaraiOT ^BrofceHiie, /ia5Ke b 
COCTOUHHH nOKOfl. H BCeTfla JIHHHH, KOTOptie fleHCTBHTeJIbHO KpaCHBBI B flBH>KeHHH, 
npeAnojiaraioT noKoii, ^a^ice b caMOM 6bictpom noneTe. Hmchho 3to KanecTBO 
ecTecTBeHHoro noxoa b flBHJKemiH, KOTOpoe ^aeT abh^kchhum hx BeHHbiii 3JieMeHT. 

Bee flBH5KeHH^ Ha 3eMne peryjiHpyiOTai 3aKOHOM TuroTeHHn, nyTeM npHTiDKeHHa h 
OTTaJIKHBaHHH, COnpOTHBJieHHH H nOflaTJIHBOCTH; 3TO TO, 'ITO COSJiaeT pHTM TaHH,a. 

Bto6e.I o6Hapy>KHTB 3TOT pHTM, MBI flOJHKHbl npHCJiyHiaTbCH K nyjIBCaU,HH 3eMJIH. 
BejiHKHe KOMno3HTopti - Bax, BeTxoBeH, Baraep - hmciot ero b cbohx pa6oTax, b 
COHeTaHHH C a6cOniOTHBIM COBepHieHCTBOM 3eMHOTO H HeJIOBeHeCKOTO pHTMa. H HMeHHO 
nosTOMy h npHH^jia b KanecTBe opneHTHpa phtmbi bcjihkhx MacTepOB; He noTOMy, hto h 
A yMajia, hto CMory BBipa3HTb KpacoTy hx npOH3BefleHHH, a noTOMy, hto b KanHTyjinmiH 
Moero Tejia, b no/iaTJiHBoro k hx pHTMaM, h Haflemiacb BOCCTaHOBHTb ecTecTBeHHbie 
HHTOHau,HH HejiOBenecKHx ABH)KeHHH, KOTOptie 6bijih yTpaneHbi b TeneHHe mhothx 
CTOJieTHH. 

Ectb ^OKyMeHTbi, pzje 3 th ^Be icpacoTbi 3a(J)HKCHpOBaHti b npexpacHOM coctouhhh - 
HAeajiBHaa KpacoTa HenoBenecKOH (JiopMbi h HfleantHan KpacoTa abh^chhh; 3to 
rpenecKHe Ba3bi, coSpaHHbie b My3enx. 

B Tbicnnax h TbiCHHax (jinryp, KOTOptie a royHHJia Ha 3thx Ba3ax, a Bcerna iiaxoanjia 
BOJIHHCTyiO JIHHHK) B KaHeCTBe OTnpaBHOH TOHKH. KaiKAOe flBH>KeHHe, fla>Ke B COCTOHHHH 
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noKm, coAep^KHT KanecTBO "njioflopoflmi", ciioco6hoctbk) k penpoflyKu,HH, oOna/iaeT 
CHJIOH, HTOObI pOflHTB flpyTOe flBH)KeHHe. 

3a HCKJiiOHeHHeM HeKOTOptix rpOTecKHtix (j)nryp, hjih Tex, KOTOpbie ^arapyiOTCfl H3 
6oaee 6eflHOH snoxn, h He Harnna, HanpHMep, hh o^hoto pHcyHKa, b kotopom Hora 
noflHHMaeTca % o jihhhh, npoxo,zpimeH nepneHflHKyjuipHO k Teny. ^a^ice b Ba3ax c 
(J)HrypaMH, Bbipa^KaiomHMH HCCTynjieHHe BaKXHHecKoro 6e3yMCTBa, 3to ^BH)KeHHe 
HeH3BecTHO. 3to noTOMy, hto oho Bbipa>KaeT "ocTaHOBKy"; h KajK^BiH 3HaeT, hto oho He 
MO>KeT npOAOJDKaTBCfl, HTO 3TO MOJKeT 6bITb TOJIbKO eTO eo6CTBeHHbIM KOHU.OM. 

C flpyroii ctopohm, b npbiraiomHx (})Hrypax c corHyrbiMH KoneroiMH, nyBCTByeTCfl, hto 
flBH>KeHHe H^eT ^ajibuie: ecTb b 3tom ^BH>KeHHH BenHbiH 3JieMeHT - tot, kotopbih cneAyeT 
3a BOJiHOo6pa3HOH jiHHHeii BejiHKHx chji npnpoflbi, Ha KOTOpbix h ocHOBana Bee 
flBH>KeHHH CBoero TaHu,a. 3to Bcero jihhib o^hh npHMep, ho Rabbin mojkct HaiiTH b 
Tbicnnax (})Hryp tot >xe npHHmin. 

O^hoh H3 Han6ojiee nacTO BCTpenaiomHxcfl cfniryp b BaKXHHec khx Tamjax HBJineTca 
flBH)KeHHe C TOJIOBOH nOBepHyTOH Ha3a/I. B OAHOM 3TOM flBH5KeHHII Cpa3y HyBCTByeTCa 
BaKXHHecKoe 6e3yMCTBO, oOna/iaiomee bccm tcjiom. Mothb, noKamHH b ochobc stoto 
>KecTa, HaxoflHTCH bo Been npnpofle. )KHBOTHbie b BaKXHnecKOM ^BH)KeHHH 
noBOpaHHBaiOT rojiOBy: b TpomiHecKHx cTpaHax, b hohhoc BpeMfl, cnoHbi noBOpaHHBaiOT 
cboh rojiOBbi; co6aKH Boiomne Ha JiyHy, jibBbi, THrpbi. 3to yHHBepcajibHoe 
AHOHHCHHCKoe ^BH)KeHHe. Bojihbi oxeaHa o6pa3yiOT 3Ty jihhhio bo BpeM5i HiTOpMa, 
^epeBbH b 6ypio. 

(1909) 



TAHEIJ, OTHOCHTEJIBHO TPArE^HH 

—Isadora Duncan, The Art, pp. 84-85. The Dance in Relation to Tragedy. 

TAHEIJ, npouiJioro aoctiit CBoen BbicmeH tohkh, Kor/ia oh cf)opMHpOBan Xop rpenecKOH 
Tpare^Hii. B B03BbimeHHbiH momcht Tpare^HH, Kor^a nenajib h CTpa/iaHHH 6bijih 
HanOonee ocTpbiMH, /joiDKeH noaBJiaTbCH Xop. Tor^a flyrna ayuHTOpHH, Tep3aeMOH Ha 
rpaHH Myx, 6biJia BOCCTaHOBJieHa b rapMOHHH 3JieMeHTapHbiMii phtmbmh necHH h 
ABH)KeHHH. Xop flaBan ayzprropHii cnny flyxa, HToObi no/wep^KaTb b Te momchtbi, 
KOTopbie b npOTHBHOM cjiynae 6bijih 6bi cjihhikom yjKacHbiMH HenoBeHecKOH 

enoeoOHOCTH nepeHOCHTb CTpa/jaHHH. 
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3to Bbicmaa uejib h o6rexT TaHu,a. ^jim Toro, hto6m 3amiTb CBoe 3aKOHHoe MecTO b 
Tpare^Hii c My3bixoii h no33HeH, hto6bi 6bitb nocpeumixoM Moxuy Tpareuneii h 
ayuHTOpHefi, co3uaBaM nonHyio rapMOHHio Meac^y hhmh. 

Mom paSoTa ujim TaHpa Bcerua HMena 3tot HTor b none 3peHHM, stot cbct Bcerua 6biji 
Bnepe^H mchm: BOCCTaHOBiiTb TaHeu Ha ero HCTHHHoe mccto b xanecTBe Xopa, rue 
3aKJiiOHaeTCM caMa uynia TpareuHH. BnaoTB uo oneHb HeuaBHero BpeMeHH, TaHUbi b 
coBpeMeHHOM TeaTpe 6bijih 3auyMaHbi KaK CBoero poua HHTepMeuHH, npHMTHbiii 
HanojiHHTejib, uanexo yuajieHHbra ot mchboto c6jni>xeHHH c upaMoil. 3to 6bijio b 1898 
rouy, npH H3yneHHH My3biKH rmoxa, hto m, Ka3anocb, o6Hapy>xHJia moct, xoTOpbiii 
BepHeT TaHeu CBoeii hcthhhoh ccj)epe. Thiok Jiynuie, neM kto-jih6o upyroii, noHHMaji 
rpewecKHH xop, ero pHTM, rny6oxyio KpacoTy ero UBH/Kennil, BejiHKyio 
SeenpHCTpacTHOCTb ero uyuin, B36yuopa>xeHHOH, ho HHxorua He OTHaHBHieHCH. 

A roynana uBHMceHHH ujim xopOB h TaHpeB b TBOpnecTBe TniOKa c ncejiamieM npHBecTH 
UBHMceHHM TaHpa 6jiH>Ke k Ha3HaneHHK) Xopa b Tpareunn. Bbijih B03pa>xeHHH, hto 3to 
HHKorua He 6bino HaMepeHHeM TmoKa. A OTJiHHaiocb ot Taxoro mhchha. Thiok nacTO 
rOBOpHJI B CTpaCTHbIX TepMHHaX HCKpeHHHX UBH>KeHHH HCTHHHOrO MCeCTa. Oh npH3HaBaJI 
npHpouy, h xotm oh nucaji ubm 6aneTOB CBoero BpeMeHH, n yBepeHa, hto nepeu hhm 6biji 
6narouaTHbiH o6pa3 Ten, uBHncyiuHxcn cbo6ouho, npeuMeTOB ouencubi, pa3BeBaioiuHxcM 
Ha BeTpy, KOTOpbie buoxhobhjih ero. Oh 3Han rpenecxHe Ba3bi: oh, uojdxho 6bitb, 6biji 
nou BJIHMHHeM HX UBHMCyiUHXCM H npblTaiOIUHX (J)HTyp. H Tax, B TaHHe XOpOB H TaHpaX 
Op(j)eM, m He nbiTaiocb npeucTaBHTb Op(f)en hjih OBpHunxy, ho npeucTaBJiMio 
nnacTHHecxHe uBHMceHHH Xopa, TparHHecxoro Xopa. 

(1915) 



rPEHECKHH TEATP 

—Isadora Duncan, The Art, pp. 86-87. The Greek Theatre. 

TPEHECKHH TeaTp 6biji nocTpoeH He ujim ny6nHXH, a jpisi xyuoncHHxa, c xoTOpbiM 
ny6nHxa 6biJia xpaiiHe paua coTpyuHHHaTb. rpenecxHH TeaTp, xpOMe toto, npeucTaBjnui 
co6oh coTpyuHHHecTBO Mencuy apxHTexTOpOM, upaMaTyproM h TeaTpajibHbiM 
XyUOMCHHXOM. 
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ApxHTeKTOp CKa3an ApaMaTypry, "Kaxyio cj)opMy TeaTpa bbi xothtc jpia BameM paSoTti?" 
H ApaMaTypr oTBeraji: "Ta cf)opMa, b xoTOpoii HanGojiBinee hhcjio JHOAeii MO>xeT bhactb, 
CJIBimaTB H HyBCTBOBaTB B OflHO H TO >Xe BpeMfl, C TOH >Xe CaMOH HHTeHCHBHOCTBK), H B 
paBHBix nponopuH^x”. 

ApxHTeKTOp CKa3an TaHpopy "Kaxaa (J)opMa?" h TaHpop, pacKHHyB pyKH b 6ojibhioh 
xpyr, OTBeTHJi: "Ta cf)opMa, xoTOpaa no3BOjnieT MHe b3^tb oSninpHyio ayAHTopmo b cboh 
pyKH - <j)opMa TeaTpa, b kotopom Bee jhoah, CHA^mne TaM, 6y#yT nyBCTBOBaTB 
3HaHHMOCTB npOCTOTO JXeCTa B paBHOH BH^eHHH (j)OpMBI H nponOpHHH - (j)OpMa TeaTpa, B 
KOTOpOM MOfl MaTHHTHaa CHJia MO>KeT HATH OT MeHfl BnepeA, OXBaTBIBaa JIIOAeH B 
HenpepBiBHBix Jiynax, xax cojiHenHBiH cbct noKpBmaeT 3eMJiK)". 

H k axTepy: "Kaxaa cfjopMa TeaTpa?" Aicrep OTBeraji: "Ta cf)opMa, b xoTOpoii npocTOH 
toh Moero rojioca, npoHCTexaa ecTecTBeHHO Ha 3ByKOBBix BOJiHax, meBejiBHeT cepAPa 
orpOMHoro MHO)xecTBa jhoash, chahphx npeAO mhoh Ha MecTax oaho He 6onee Jiynmee, 
neM Apyrne; b kotopom smopha, KOTOpyio a Aaio, 6yAeT TenB ot oahoto 3pHTejM k 
ApyroMy - 3apa)xaa Bcex, noAHHmra BcenorjioipaioipHMH BOJiHaMH smophh, Hay ni nx ot 
MeHM K HHM, h B03BpaipaioipHec5i oSpaTHO KO MHe". 

H Tax TpeHecxHH TeaTp 6biji nocTpoeH. TaM He 6bijio HHxaxnx "xopoSox", HHxaxoii 
rajiepen, HHxaxnx 6anxoHOB, HHxaxoro napxeTa. TpenecxiiH TeaTp 6biji, no cyipecTBy, 
AeMOxpaTHnecxHM TeaTpOM. IIocxojiBxy xyAO)XHHXH - 5xpepBi pejinmn, Tax Bee jhoah 
nepeA BejiHXHM xyAO>xecTBeHHBiM ^BJieHHeM aojhxhbi 6bitb paBHBi. 

rpenecxaa TpareAHH B03HHXJia H3 njwcxH h neHmi nepBoro Tpenecxoro Xopa. ITuicxa 
nornjia ahhhhbim nyTeM He toh AOporoix OHa AOJnxHa BepHyTBCM Ha CBoe npemiee MecTO 
- pyxa 06 pyxy c My3aMH, oxpyjxaionpiMH AnojuiOHa. OHa AOJnxHa CHOBa ct3tb 
npHMHTHBHBiM XopOM, h ApaMa 6yAeT po)XAeHa 3aHOBO H3 ee baoxhobchh^i. TorAa OHa 
CHOBa 3aiiMeT CBoe mccto, xax cecTpa ncxyccTBa TpareAHH, xoTOpaa bo3hhxhct H3 
My3BIXH - BeJIHXHH, 6e3JIHHHBIH, BeHHBIH H 6o>XeCTBeHHBIH HCTOHHHX HCXyCCTBa. 

1915. 


TAHEIJ TPEKOB 

—Isadora Duncan, The Art, pp. 92-96. The dance of The Greeks. 

R/1HHCTBRHHMH cnoco6 AOCTHTHyTB B03p0)XAeHH^ TaHpa coctoht b tom, hto6bi 
B epHyTB ero Ha opHTHHajiBHoe mccto. HtoSbi 3H3tb hcthhhoc mccto TaHpa, Heo6xoAHMO 
H3yHHTB HCTOpHK). 

CaMBIMH CTapBIMH H3 TaHpeB, XOTOpBie 6BIJIH HCXyCCTBOM, 6&IJIH TaHU,BI H3 A3HH H 
RninTa - Te XOTOpBie oxa3ajin bjihahhc Ha rpenecxHH Taneu. Ho Te 6onee pamnie TaimBi 
6 bijih He Harneii pacxi; hmchho b Tpepmo mbi aojdxhbi oSpaTHTBca, noTOMy hto Bee Harnn 
TaHHBi bocxoa^t x TpeHHH. Hto >xe TOTAa 6 biji rpenecxHH TaHep? 

Ha nporajxeHHH ctojicthh ao Ocxnna jhoah TaHneBajin. Ohh TaHpeBajiH BMecTe h, 
TaXHM o6pa30M, BBIpa)XaJIH CBOIO XOJIJieXTHBHyiO 3M0HHK), 5XH3HeJIK)6He, 
BOHHCTBeHHOCTB hjih cxopSB. Hmchho h3 3toto TaHpa HapOAa pa3BHBajicfl Xop, H Xop 
6 biji peajiBHBiM HananoM TpareAHH. 
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TaM no3)Ke k Xopy 6biji Ao6aBJieH nepBbiii aKTep. 3tot aicrep paccKa3tiBaji 06 
HHpHfleHTe, Bbipaacaji oco6oe nyBCTBO, KOTOpoe ApaMa npo6yAHJia b hcm; b to BpeMa Kaic 
Xop TaHpeBaji h neji, Kaic h npeacAe, ocTaBaacb b iijiockocth Bbirne ApaMbi. 

3cxhji ^o6aBHJi k 3TOMy 3pejiHmy oahoto hjih AByx aKTepOB. Ho Xop ocTajica, Ana Hee, 
Ana AyniH TpareAHH. AKTepbi npeACTaBnann tojibko numb ronoaceHiie no6oHHoii jihhhh 
cionceTa, AeTann AencTBHa, b to BpeMa xax Xop B03Bbimanca Aanexo Bbime AencTBHH 
HTepoB. BxoAa b caMbiii ocTpbiii momcht 3MomiOHanbHOH HanpaaceHHOCTH, Xop 
npHHOCHJi aiipiinecKyio 3K3ajibTan,HK), Bennyio h oo/KecTBennyio TOHKy apenna. 
rjiyGonaMmaa Aynia TpareAHH: Xop 6biji MyApocTbio, hjih Pa3yMOM, hjih PaAOCTbio, hjih 
BenHbiM TopeM, nenajibio, Qcop6bio. 



Ho Co(J)okji, yBejiHHHBaa nncno aicrepOB, yMeHbniHJi pojib, KOTOpyio nrpaeT Xop. 
3BpnnHA, b cbok) onepeAt, yBenHnnn kojikhcctbo nepcoHanceH, h tcm caMbiM eme 6onee 
yMeHbniHJi 3HaneHHe Xopa. TeM He MeHee, b Baicxamcax, b caMoii bbicokoh tohkc 
npHKOCHOBeHHa k TpareAHii, 3to Bee eme Xop, KOTopbiH, c Botom ,3,hohhcom, aBnaeTca 
BaKXHnecKHM BbipaaceHHeM; TOTAa Kaic nepcoHaacH He ecTb caMO onbaHeHHe, ho tojibko 
cymecTBa noA BJiHUHHeM stoto onbaHeHHa, ABHncHMbie smohiwmh, H3 KOTOpbix ohh He 
MoryT AOCTHrayTb cymnocTH. 

nocne 3BpnnHAa ynaAOK npHineji 6biCTpo. H,eHHOCTb Xopa Bojibine He npH3HaBanacb. 
HcTOpna 3aBepuiHJiacb b Phmc, kotab Xop 6biji 3aMeHeH npocTbiMH naHTOMHMaMH. Ohh 
Aance o6a3ajiHCb naHTOMHMHpOBaTb 3Aiina! TpareAHa 6biJia MepTBa. 
no3>Ke, HaMHoro no3)Ke, 6bijih npeAnpHHaTbi ycnjina no B03poncAeHHio TpareAnn: 
ycHJina, AOCToiiHbie BoexHipeHna 3a HCKpeHHOCTb h Ayx Tex, kto CAenan hx; ho 
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HeKOTOpLie cj) y n a a m e 11 t a n b 11 b i e oujhokii asjih hm jio)XHbie nanpaBJieinui, h caeaaan 
peajnmpHK) HecoBepmeHHOH. CaMoii cepbe3HOH H3 sthx oihhSox 6bina HeenoeoSHOCTb 
nomiTb ocHOBHyio HCTHHy: TpareAHn HBiraeTcii HenonHOH 6e3 Xopa. 

Tax 6biJia apeBiiaa Tpareana, KOTOpyio MoiiTeBepAH h apyrne xyao>KiiHKii ero BpeMeim 
xoTenH Bocco3flaTt. Y MoHTeBepAH He 6tmo HHKaKoro HaMepeHHa cohhhhtb onepti. 
"Onepa" HBmieToi SeccMbicjieHHbiM cjiobom. Oh HaMepeBajicn coBepiHHTb peHeccaHC 
TpareAHH. Ho oh CAenaji omnBxy, AaBan axTepaM 3aAany Bbipa3HTb Ayrny My3biKH, - ponb, 
3ape3epBHpOBaHHyK) rpexaMH j\jik Xopa. 3Ta oniH6xa 3aTeM 6biJia Soaee ocHOBaTejibHO 
yTBep)KAeHa nocjieAOBaTejniMH MoHTeBepAH. TaxHM o6pa30M, nepBbie rnarn b snoxy 
PeHeccaHca, cneAOBajiH no nyra, KOTopbin yBen Aanexo ot hcthhhoh cfiopMbi TpareAHH. 
TmoK, b KOHHe kohh,ob, BOCCTaa. Momio CKa3aTb, hto oh CHOBa Harneji Xop. Oh 
3acTaBHJi ero neTb. Ho oh BCTpeTHJi conpoTHBJieHHe b CTecHeHHH cBoero reHHa. Oh 5xhji 
b HCKyccTBeHHyio h HeecTecTBeHHyio onoxy. B TpareAHH oh 3a6biJi ApaMy h axTepa. 
PnxapA Baraep bhobb Harneji ApaMy, ho oh nepenyTaa ponb Xopa; hjih, no xpaiffleii 
Mepe, oh nepeAaji ero nepcoHa>xaM. ^paMa >xHBeT b cyAb6ax nepcoHa^xeii: 3to cjia6bie 
MecTa hjih BeaHKOJienne b Aynie 3AHna, h hto nponcxoAHT c hhm, to HHTepecyeT Hac. 
,H,paMa pa3BHBaeTCH H3 peaxunii nepcoHa^xeii no OTHomeHHio Apyr k Apyry h noA 
AencTBiieM CyAbSbi. Ho Baraep AyMan hoahhtb nepcoHa^xeii Bbime ApaMbi, hto6bi astb 
hm ponb Xopa. TaKHM o6pa30M, bo btopom aKTe TpHCTaHa h H30jibabi, BpaHreHa, c ee 
necHen, xoTOpaa cjihihkom MeAJieimafl, hto6bi cTaTb TeM >xe caMbiM raaBiibiM 
AeiiCTByiOHiHM jihhom b ApaMe, npeACTaBjnieT Xop. TpHCTaH h H30JibAa, b hx AyaTe 
JIK>6bH, CTaHOBaTCH HX COScTBeHHbIM XopOM; nOTOMy HTO Ka)KAbIH pa3, KOTAa ABa 
nepcoHa^Ka npOH3HOCHT BMecTe Aa>xe oaho cjiobo, ohh npexpaipaioT 6bitb nepcoHa>xaMH 
ApaMbi H CTaHOBaTCH TOJTXOBaTeJMMH aSCTpaXTHOTO, CTailOBJITCa XopOM. 

3to noABOAHT Hac k eoBpeMeHHOCTH. Mbi MO)KeM noHHTb Tenepb, hto mbi noTepHJin h 
HTO Mbi AOJHKHbl HaHTH CHOBa. 

Kax ceroAHH mbi OTAaAHM Tamiy ero nepBOHaHanbHoe MecTO? OTOJXAecTBJHBi ero CHOBa 
c XopOM. Heo6xoAHMO OTAaTB TparanecKHii Xop Tamjy h OTAaTB TaHeu ApyrHM 
HCKyecTBaM. Xop TpareAHH - 3to ncraHHoe MecTO Tanpa. Hmchho TaM oho aojhkho 6bitb 
CB^3aHO c TpareAHeii h c ApyrnMH HCKyecTBaMH. Bee ocTajibHoe ecTb pexapaHC. 

Bo BpeMeHa CocjiOKna Taimbi, no33Hn, My3bii<a, ApaMaTypran h apxHTexTypa 
ccJiopMHpoBajiH eAHHoe rapMOHHHHoe cahhctbo, xax eAHHoe HCKyecTBO, npouBJieHHoe 
no-pa3HOMy, AeiicTBHTejibHO OAHa h Ta >xe eyipHOCTb. CjinaHne TparanecKoro HCKyecTBa 
h apxHTexTypbi 6bijio 6jih3khm, nonra cnjiaBOM. Bee, hto cjieAOBano ajib 3aBepmeHHH 
npeACTaBHemni, xa3ajiocb, ccfiopMHpOBaHO TeM >xe caMbiM 3axoHOM - to ecTb, b o6pa3e 
HAeajibHoro nejiOBexa hjih SoronejiOBexa. 

nepcoHa^KH h Xop, neHTp ApaMbi, 6bijih neHTpOM rapMOHHHHoro aHcaMSjin, xax 
cojiHenHoe cnjieTeHne b ueHTpe nejiOBexa. K hhm Bee cxoahjihcb; H3 hhx Bee hijio, 
noAoSHO jiynaM H3 CBeTa. 

HacTO b nac, xorAa AcjiHHbi eABa eipe SoApcTBOBajin, n TaHpeBana b TeaTpe ,H,HOHHca. R 
oipyrana, xax Bee TaM 6bijio ccfiopMHpOBaHO b eooTBeTCTBHH c toh >xe caMoii rapMOHHeii. 
Moe MecTO b TeaTpe 6bino uempoM opxecTpa, h >xecTbi mohx pyx, nepeAO mhoh, 
npopHCOBBIBaJIH JIHHHH no eCTeCTBeHHOMy r0pH30HTy, HeXOTAa C(f)OpMHpOBaHHOMy 
BepxHeii nacTbio xojibpa cpAeHHH. CeroAHH 3Ta rapMOHna pa3pymeHa. 
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HcKyccTBa, xoTopbie Tor^a 6bijih crpynnupoBaHti BOKpyr Tpare^HH, CTaaH 
pa3fleaeHHbiMH. ApxHTexTypa yniaa b CTOpOHy: cTpoHTejiH coBpeMeHHbix TeaTpOB 
cne^OBajiH jihhhbim nuaHaM, nocjiyniHbiM xoMMepnecxon HAee, h nocTaBHJiH 3AaHHn, 
neyaooiibie kbk ajib nyoaiiKH, Tax h jijix axTepOB. 

TaHeii noflyMan, hto Mor 6bi jxhtb otacjibho, caM no ce6e - n oh npeBparajiCM b to 
aHOManbHoe nBJieHHe, KOTOpoe Ha3biBaeTca 6ajieT. Hjih b TeaTpe, hjih b MK)3HK-xojuie 
6aneT 6e3 hcthhhoto 3HaneHna, 6e3 xaxoro-jni6o corjiacHu c HCxyecTBOM. ^a^xe ecnn 6bi 
Becb MHp TaHu,eBaji, SajieT no-npemieMy 6yAeT ocTaBaTbca cjjajibiHHBoii Bembio, n6o b 
SaneTe TaHen cTpeMHTcn 6bitb bccm, Aa>xe b CTpeMJieHnn 3amiTb MecTO no33nn n ApaMbi. 
,H,OKa3aTejibCTBO toto, hto TaHen He MO>xeT cymecTBOBaTb caM no ce6e, - to, hto oh 
HaxoflHT oSpameHHe npHSerayTh 3a noMombio k naHTOMHMe. IlaHTOMHMbi CHMyjinpyiOT 
pa3TOBop jxecTaMH; ohh nbiTaiOTcn noApa>xaTb H3bixy. HcxyccTBO 6onee ecTecTBeHHo; 
oho He noApa)xaeT, oho He HipeT sxBHBajieHTbi, oho He CHMyjinpyeT penb - y Hero ecTb 
CBOH eoScTBeHHblH H3BIX. 

rpenecxan My3bixa yrepflHa, Tax hto noTTHnecxHH TexcT H3 XopOB 6biji He 6onee, neM 
yxa3aHneM - b pe3yjibTaTe Hero rapMOHHH OTcyTCTByeT. B Harne BpeMn y Hac HeT Hnxaxoii 
My3bIXH, C03^aHH0H ABB TaHU,a. CHHTaeTCH, HTO TaHeH He AOCTOHH XpaCHBOH My3bIXH, H 
no3TOMy HHHieH ee. Tojibxo BejiHxne reHHH My3bixn hmcjih pHTM b cbohx 
npoH3Be,neHHHx. Hmchho nosTOMy x TaHu,eBana no# phtmbi Baxa h Tmoxa, EeTxoBeHa h 
IIIoneHa, IIIySepTa h Baraepa, noTOMy hto, npaxTHHecxn tojibxo ohh nomuiH h 
BBipa3HJiH phtm HejioBeHecxoro Tejia. 

Baraep HanSojiee 6jih3xo noAOineji x My3bixajibHoii xomho3hh,hh jijix TaHu,a. Ho c hhm 
My3bixa noraomaeT Bee. Kohchho, sto xyAO>xecTBeHHO npecTynneHne, Tam;eBaTb noA 
Taxyio My3bixy, ho x c^ejiajia sto no Heo6xoAHMOCTH, noTOMy hto 3Ta My3bixa, npo6yn,HB 
pHTM, npoSy^aeT TaHeu, xoTopbiii 6biji MepTB. TaHpeBajia c Hen, ABH^xHMan eio, xax 
JIHCT npHBOflHTCH B ABH>XeHHe nepeA BeTpOM. 

nocjie mhothx jieT HccjieAOBaHHH x npHinjia x TaxoMy BbiBOAy: ecTecTBeHHbiii phtm 
HenoBenecxoro Tena h phtm coBpeMeHHoii My3bixn HaxoABTCn b nojraoM pa3HorjiacnH; 
caMbiii npocToii >xecT He MO>xeT HaiiTH b 3thx HOTax jihhhio, 3a xoTOpoii oh MO>xeT 
cneflOBaTb. Ho b pHTMe cjiob rpenecxoro Xopa xa>xAbiii TamiyeT Jierxo. npocTO ycjibmiaB 
HX, M05XH0 yBH^eTb OTXpblTBIH peJIbe(J)HbIH (J)pH3 CXyjIbnTypHbIX (j)HTyp B ABHJXeHHH. 
My3bixa rpexoB, aoji^xho 6bitb, coraacoBajiacb c phtmbmh 3thx cjiob. Ax, ecjin 6bi sto 
TOJIBXO MOTJIO 6bl 6bITb BOCCTaHOBJieHO! 

CeroAHn TeaTp pa3AeJieH Ha ABe hojiobhhbi, xa^xAan HraopHpyeT h npe3npaeT Apyryio: 
TeaTp My3bixn h TeaTp ycTHoro cjiOBa. Bee aojdxho 6bitb OTMeHeHO. Cslmslx xpacHBan 
MenTa, htoSbi cHOBa HaiiTH rpenecxHii TeaTp, xoTopbiii H^eajibHO noAxoAHT h jjjix 
3pHTejieii, h jijix axTepOB. j\xx toto, hto6bi bohjiothtb b >xH3Hb CHOBa ApeBHHH H^eaji! 

He xony cxa3aTb xonnpoBaTb ero, noApa>xaTb eMy; ho BAOXHyrb b Hero >xH3Hb, 
Boeco3AaTb ero b caMOM ce6e, c jihhhbim BAOXHOBemieM: hath x ncxyccTBy ot ero 
xpacoTbi, a 3aTeM hath x 6y Ay me My. npeAMeTbi ApaMbi MoryT 6bitb coBpeMeHHbiMH. Ho 
Heo6xOAHMO CHOBa HaiiTH ApSBHIOIO HAeiO, H, HyAOM JH06bII II npeAaHHOCTH, CHOBa 
OObeAHIIHTb HCXyCCTBa H XyAO/XIIMKOB! 

J\jix toto, htoSbi o6reAHHHTb ncxyccTBO Boxpyr Xopa, hto6bi OTAaTB Tamiy ero MecTO 
xax Xopy, xoTopbiii HBJHieTcii HAeanbHbiM. KorAa x Tam;eBana, x nbiTajiacb BcerAa 6bitb 
XopOM: x 6biJia XopOM mojioabix AeBymex, npHBeTCTByiomHx B03BpameHHe cf)JiOTa, x 



34 


6biji XopOM, TaimyiouiHM Taneu riuppiixua, hjih BaxxmiecxHH Taneu; n iuiKorpa He 
TaHpeBajia cojio. TaHeu, CHOBa coepHHeHHbiii no33Heii h My3bixoH, pojnxeH CTaTb eipe pa3 
TparHHeCKHM XopOM. 3t0 eCTb epHHCTBeHHblH H ero HCTHHHblH KOHeH. 3to 
eAHHCTBeHHblH nyTb pjlfl Toro, HTOSbl CHOBa CTaTb HCKyCCTBOM. 

XypOJXHHXII MOryT 06 'beAHHHTbCa H COBepIHHTb 3TO Hypo jho6bh! 


• HIKOJIA • 


KAKHM 3CX I/KKH BBITL TAHEK, 

—Isadora Duncan, The Art, pp. 71-73. What Dancing should be. 

31 cnpejia b MoeM xaSHHeTe bo BTOpon nonoBHHe phh, paccMaTpHBaa b cBeTe yxopnipero 
pmi HeKOTOpbie MajieHbKHe cfmrypxH Ha Moen xhhhchoh nojiKe, - Carapa, HnM(J)y, 
AMa30HKy, 3poca; h pBroxemie xa>xporo OTJiHHajiocb, h 6bijio ppyrHM, h pBmxeHHe 
xa>xporo 6biJio KpacHBbiM. rioneMy KpacHBbiM? IIocKOJibKy pBn>Keuue xa^xporo 6bijio b 
np^MOM COOTBeTCTBHII C (jlOpMOH H CHMMCTpHeH PpyTOTO; n03T0My (j)OpMa H pBH>XeHHe 
6bijih ophhm. 31 paccMaTpHBana 3th (fmrypbi no onepepn, h Moe ypoBOJibCTBHe rapMOHHH 
b hx jihhhhx noxopnjio Ha ypoBOJibCTBHe ot cjiymaHH^i My3biKH, xorpa pBepb OTKpbiJiacb, 
h coBceM 6e3 npepynpoxpeHmi Bonuia peBonxa. Om nop6e>xajia ko MHe, h oSHHMan 
Memi pyxaMH BOCKJiHKHyjia: "^oporaa MHJian mhcc ,ZI,yHxaH, MHe Tax noHpaBHJicfl Bam 
TaHep, HTO 51 pOJDKHa npHHTH H yBHpeTb Bac." 

31 oSpaTHJia BHHMaHHe Ha cBeTmpyiocii >KH3Hb b Jinue pe6emca. Hto-to TaM noKa3ajiocb 
MHe 3HaKOMbiM. Hto 3to 6biJio? Becco3HaTejibHO n nopmuia nia3a k nojiKe, rpe njwcajia 
moh (J)aBHbi h HHM(J)bi. He 6biJio jih TaM xaxoro-TO cxopcTBa? BenHoe peTCTBO 
HejioBenecTBa? 3ojiotoh Bex, - pa3Be 3to He hchbct CHOBa bo Bcex B03pacTax bo Bcex 
perax? 

0 Myppbin MajieHbXHH (JmjiococJ), xoTOpbie OTBenaeT c yBepeHHOCTbio HHCTHHXTa, 6e3 
HeoSxopHMOCTH paccMOTpeHHfl! ,2,a, nocxojibxy KpacoTa - 3to pyrna h 3axoHbi 
BceJieHHOH, H Bcero, HTO HaXOpHTCII B COOTBeTCTBHH C 3TOH pymoil, H 3TH 3aXOHbI 
KpaCOTa. H ypOpCTBO TOJIbXO TO, HTO npOTHB rapMOHHH 3THX 3aXOHOB, HTO HBJHieTCfl 
HapymeHneM rapMOHHH sthx 3axoHOB. 

"H noneMy tbi cnHTaenib moh TaHeu, xpacHBbiM, Majibim?", n cnpocHJia. 

"nocxojibxy 3to Tax ecTecTBeHHo", OTBeTHJi peSeHOx. 

"H", cxa3ajia n, "Bee ecTecTBeHHbie Bem,H xpacHBbi?’', nocxojibxy n xoTejia 6bi y3HaTb ot 
peSeHxa onpepeneHue xpacoTbi; h peSeHOx OTBeTHJi c ypoBOJibCTBHeM, "/Ja!" 

TaHeu h cxyjibnTypa - 3 th pBa ncxyccTBa, HanSoiiee TecHO o6i>epHHeHbi, h ochoboh 
o6ohx ^BJiaeTca npnpopa. CxyjibnTop h Taiipop pojhxhbi o6a ncxaTb b npupope caMbie 
xpacHBbie (J)opMbi h pBroxeHmi, xoTopbie Hen36e5XHO Bbipa^xaioT pyx 3 thx cfiopM. TaxHM 
o6pa30M, ooyHemie cxyjibnType h Taim,y pojhxho hpth pyxa 06 pyxy. CxyjibnTop MO>xeT 
HHTepnpeTHpOBaTb pBH5XeiHHI II (JlOpMbl MbICJieHHO, HO TOJIbXO IICCJiepOBaHHe npHpOpbl 
MO)xeT cjiy^xHTb ochoboh (b xanecTBe ocHOBamia). HccnepoBamie jxhbbix (jmryp, 
xoTopbie TaimyioT cnoHTaHHO, xa^xpan H3 xoTOpbix ecTb Bbipa>xeniie HHpHBHpyajibHoii 
pyrnu, ee caMoro rny6oxoro noHHMaHHn h nepcoHajibHoii moiph, - 3to to, hto mxojia 
pojDXHa npepjio>xHTb cxyjibnTopy, h Hero n xony poSHTbcii. 
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,2,o.rDKeH CKyjitnTOp HapHCOBaTb Bee H3 CBoero BOo6pa5KeHH^, hjih 113 naMBTH o tom, hto 
ocTanocb HaM ot rpenecKoro HCKyccTBa? roBOpio, hto 3to He ,nocTaTOHHO ahb 
BAOXHOB eHHa - 6ojibuioto jkiiboto Tpy/ia. Tenept., r^e cero^HB cicyjibnTop ^oiDKeH 
HCKaTB KpaCHBBie 5KHBBie <})OpMbI B pHTMHHHOM flBH)KeHHH? Il03B0JlbTe eMy nOKHHyTb 
cbok) CTy^Hio h cbok) MO^ejib h noHTH b onepy, HTo6bi oh yBH^en uiKOJiy TaHu,a b Jinpe 
Hau,HOHanbHoro 6ajieTa: nycTb H^eT Tyna c KapaH^amoM h 6yMaron b pyice, a 3aTeM 
nycTb paccKajKeT HaM, Harnen jih oh o^Hy no3y, o/iho ^BH)KeHHe, o/iho yKa3aHHe Ha 
KpacoTy Tejia cbo6oahoh jKeHHiHHbi b Bbipa>KeHHH cbmoh bbicokoh KpacoTbi, oahoto 
HyBCTBa, KOTOpOe BflOXHOBHJIO 6bl TBOpneCTBO HHCTOTOH H CBHTOCTbK). 

TaKHM o6pa30M, a roBOpio, hto OTHomeHHe hoboh hikojim TaHpa k CKyjibnType aoji>kho 
6biTb owenb 6hh3khm. Ha caMbix paHHHx CTaamix, Kopua Manbiuin naHiniaiOT cboh 
nepBbie ^eTCKHe abhjkchhb, y Hac 6yayr /jhh, xor/ia Rabbin CKyjibnTOp, KOTopbiH 3toto 
nonpocHT, AOJDKeH 6yaeT ^onymeH royneHmi cbo6oahmx 6ecco3HaTejibHbix 

flBH>KeHHH fleTeii 6e3 o^eac^bi. H nocicojibKy, nocTeneHHO abh^kchh^ MajieHbKHx ^eBoneK 
pa3BIIBaiOTCB H CTailOBJITCH nOnHbIMH, pHTMHHHbIMH H KpaCIIBblMH, OHH Oy/iyT BCe 
6ojibme h 6ojibme CTaHOBiiTbca hctohhhkom CBeTa CKyjibnTOpOB. 



Bbi Kor/ia-HH6yAb BH^ejiH MajieHbKHx ^eBOHeic, KOTOpbie ynaTCB b 6ajieTe cero^HB? 
MajieHbKHe ^eBOHKH, MHJibie, yMHbie h H3amHbie - ho hx hotii no^BepraiOTCfl nbiTKaM b 
Ae(J)opMHpOBaHHK) (J)opMbi. Hx He^KHbie HeSojibHine Tejia y>Ke Bbmy)K,zieHbi oSjianaTbCB b 
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oSrarHBaiomHe xopcami h ,neTcxHe xopceTbi, a hx npupo^HBie H3HiH,Hbie ABroxeHHfl 
h3boabtc« b HeecTecTBeHHbix np^MOJiHHeiiHbix yuapax HoraMH, xo^xSe Ha najibpax Hor, 
H Bcex BH^OB yrJIOBaTbIX HCXpHBJieHHH, KOTOpbie Hanp^MyiO npOTHBOpeHHT TOMy, HeM 
6bijih 6bi ecTecTBeHHbie ABroxeHHH pe6emca, ecjiH 6bi 6bijih pa3pa6oTaHbi b cooTBeTCTBHH 
c pa3yMOM H KpaCOTOH. 

A 6biJia cBH^eTejieM Taxoro AeTcxoro 6aneTa OAHajK^bi b BepJiHHCKOM onepHOM TeaTpe, 
h x roBOpK), hto 3to CTbifl h no30p gjix HHTejuieKTa repMaHCKOH HauHH. OTxy^a >xe 
Tenepb 3tot cthjib Taima npHinen? Oh hcxoaht H3 cDpamiHH, co BpeMeHH HauOojiee 
"rpiI3HbIx" papCKHX flBOpOB, H X TOBOpiO, HTO 3TO BnOJIHe y/IOBJieTBOpHnO (JtaJIbHIHBOCTb H 
noBepxHOCTHOCTb 3thx ^BOpOB, ho 3to He ycTpaHBaeT Harne BpeMn, h sto He mojxct 
HaiiTH ce6x flOMa b CTpaHe, b xoTOpoil h Illnniiep, h TeTe, h PnxapA Baraep, h MHorne 
Apyrne BejiHxue h KpacHBbie iTy ni H HanncajiH o tom, xaxHM flOJuxeH 6bitb HacTOiimHH 
TaHeu. 

BeM AOJDKeH 6bITb TaHeu - CKOJIbKO n03T0B, CKOJIbKO (f)HJIOCOCf)OB, CKOJIbKO yneHblX 
repMaHHH HanncajiH npexpacHbie cTpoxu 06 stom npe^MeTe! H ohh, TJiaBHbiM o6pa30M, 
onucajiH MajieHbKHx TamiyiomHx fleTeil, hjih TaHuyiomux ^eB, hjih TaHijbi o,zihoh 
T aHuyiomeH /Kenminibi. H Koraa Ka>x,nbiM HHTaeT Taxue CTpoxu, to 3to 3 By hut ktik 
npH3biB H3 rjiySuH hx nosTHHecxHx flyrn: "0 )KeHHiHHa, npeACTaHb nepefl HaMH, b Harnux 
rna3ax Tocxa no KpacoTe h ycTajiocTb ot ypo^CTBa 3 toh HHBHJiH3auHH, npu^H b npocTbix 
TyHHxax, no3BOJiHK)HiHx BH^eTb HaM jihhhk) h rapMOHHio Tejia noA HHMH, H TaHIiyH J\JIX 
Hac. CTaHpyH Hac cna^ocTb >xh3hh h ee cmbicji, TaHeu pxx Hac - ^Broxemw mriH, bo^bi, 
pa3MaxH BeTBeii ^epeBbeB, njibreymHe o6naxa, TaHeu pxx Hac - cbhtoctb h KpacoTa 
jxeHCxoro Tejia." 

IIoAOShO BbI30By, KOTOpblH HCXO^HT H3 flyiH 3THX BeJIHKHX >KeHH],HH: "/JaHTe HaM CHOBa 
ejiaflOCTb h KpacoTy hcthhhoto TaHpa, pawiQ HaM CHOBa pa,nocTb BH^eTb npocToe 
6ecco3HaTenbHoe HHCToe Teno >xeHmHHbi". IIofloSHO 6ojibmoMy Bbi30By, KOTOpbiH y>xe 
npumeji, h >KeHHiHHbi flomKHbi ycjibmiaTb ero h otbcthtb Ha sto. 

(1905 hjih 1906) 

PEEEHOK TAHIjyiOmHH 

—Isadora Duncan, The Art, pp. 74-76. A Child Dancing. 

Cnpx Ha njHDKe b HopflBeiixe, x CMOTpeua, xax mox MajieHbxan njieMHHHHua, xoTOpan 
npHiujia ko MHe b tocth H3 rpiOHeBajib^CKOH uiKOJibi, njiHHieT npHMO nepe^ BOJiHaMH. A 
CMOTpio uepe3 oOuiHpHoe npocTpaHCTBO SymyiomeH bo^bi, - xax BOJiHa 3a bojihoh 
npoxoflHT mhmo b SecKOHeHHOM noTOxe h SpocaeT BBepx 6ejiyio neHy. A nepefl hhm bo 
B een KpacoTe MajieHbxan (Jmrypxa b 6ejiOM pa3BeBaiomeMCH njiaTbe, TaHuyeT nepe^ 
orpOMHbiM MOpeM! H x uyBCTByio, xax Oy^TO cepflu,e6HeHHe ee MajieHbxoii >xh3hh 3ByuHT 
b yHHCOH c Moryneii )XH3Hbio boabi, xax 6y^TO OHa o6jia/iaeT hcm-to b tom >xe puTMe, 
ueM-TO ot toh >xe caMOH >xh3hh, h Moe cep,zme pa^yeTCH ee TaHiiy. 

B TeueHHe ^ojitoto BpeMeHH x npeSBmajia b co3epuaHHH, h ee TaHeu Ha 6epery MOpn, 
xax MHe xa^xeTCH, coflepjxaji b Manoii cfiopMe Bee npo6jieMbi, nap xotopbimh x paOoTaio. 
KajxeTca, coAep>xaji Bee Heo6xoAHMoe, hto6bi OTpa3HTb b TaHue ecTecTBO xpacHBbix 
ABH^xeHHH HejiOBeuecxoro Tejia. OHa TaHpyeT noTOMy, hto nojiHa pa^ocTH >xh3hh. OHa 
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TaimyeT, noTOMy hto bojihbi TaimyioT nepe^ rna3aMH, noTOMy hto BeTpti TaimyioT, 
noTOMy hto OHa MO>xeT nyBCTBOBaTb pHTM TaHpa no Been npnpoAe. Hee - 3to 

pa^ocTb nponecca Tamia; MHe - 3to pa^ocTb Ha 6 jno,naTb 3a Hen. Cennac JieTO, 3 flecb Ha 
6 epery Mopn, n >xH3Hb HanojimieTCH pa^ocTbio; ho a /jyMaio, hto SyzieT 3hmoh, b 
ropo^ax, Ha ynmiax, b .ziOMax, bo BpeMa npeSbiBamni b ropo^ax MpanHoii 3hmoh. Kax 
>KH3Hb npnpoABi, pa^ocTb jieTa, cojiHpa, pa^ocTb peSeHxa, Tamiyiomero Ha 6 epery Mopn, 
XaX M05XH0 BCK) 3Ty XpaCOTy BT^IHyTb B 5XH3HB, B TOpOfla? MO)XeT JIH TaHHOp npeflJIOJXHTb 
Bee 3to, h HanoMHHTb jno,zpiM 06 nporoomeflmeM b 3HMHee Bpeivni, b ropo/iax? MonceT jih 
OHa Bbi3BaTb bo MHe [TaM] Ty nee pa^ocTb, xoTOpyio OHa #aeT MHe cennac, xor^a n croxy 
3^ecb Ha njuDxe, h CMOTpio xax OHa TaHpyeT? 

CMOTpio 6onee BHHMaTejibHO h nbiTaiocb H3yHHTb ee flBroxeHHii. Hto 3to 3a TaHeu, OHa 
TaHpyeT? H BH>xy, hto 3to npocTbie ABHncemni h marn H3 Tex, xoTopbie OHa y3Hana b 
Hamen rnxojie b TeneHHe nocjieflHHx 2-x jieT. Ho OHa oxpyncaeT hx cbohmh 
COScTBeHHbIMH CnOHTaHHbIMH fleTCXHMH HyBCTBaMH, CBOHM fleTCXHM CHaCTbeM. OHa 
HcnojiHHeT TOJibxo Te TaHHbi, hto OHa yHHJia, ho ee pasynemibie HBii/xemiJi naxonflTCfl 
CTOJib coBepmeHHO b rapMOHHH c ee Henocpe,ncTBeHHOH ^eTCxoii npnpoflOH, hto ohh, 
xa^xeTCH, B03HHxaioT np^MO H3 mySHHbi ee ^eTcxoro cymecTBa. 

B 3annc5ix Moero MeTO.ua oSynemra, n nonomuia tot npHHHHn, hto: - "PeSeHOx .noiDxeH 
He cTOJibxo yHHTbca flenaTb ^BHnceHHii, ho ero flyrna, noxa OHa He aocththct nepno^a 
3pejiocTH, AOJDXHa ynpaBJiHTbca h HacTaBJMTbCfl [yHHTeneM]; hhbimh CHOBaMH, Teno 
flomxHO HayHHTbca Bbipa^xaTb ce6n nocpe^cTBOM abhjxchhh, xoTopbie hbjuiiotcji 
ecTecTBeHHbiMH a-bb Hero. Mbi He no3BOjnieM peSeHxy ^ejiaTb xaxoe-JinSo .ziBroxemie, 
ecjiH oh He 3HaeT, noneMy oh /jejiaeT 3to. H He xony cxa3aTb, hto cmbicji xa^x^oro 
ABH>xeHH^ flOJHxeH 6biTb o6B5iCHeH peSeHxy b cjiOBax, ho .zjBH^xeHHe aojdxho 6bitb Taxoro 
xapaxTepa, hto peSeHOx omymaeT npHHHHy stoto b xa^x^OH CBoeii xjieTonxe. TaxHM 
o6pa30M, peSeHOx cTaHeT pa36HpaeTcn b npocTOM inbixe ncecTOB." 

3th nepBbie 3anncH b MoeM 3anHCHOH xHHncxe, B03HHxaioT b MoeM naMura, xor.ua n croxy 
3Aecb, Ha6nK)Aaa XpaMOBbie TaHHbi Ha njuDxe. Ee TaHijbi, b HexoTOpOM CMbiejie, - 3 to 
B onjiomeHHe Bcex mohx Ha^e^xA h Bcex ycHJiHH, xoTopbie n 3aTpaTHJia b Moeii rnxojie, c 
MOMeHTa ee ocHOBamm. 

H Mory npeACTaBHTb ce6e CHHcxoflHTejibHyio yjibi6xy, c xoTOpoii xaxoil-HHOy/ib yneHbiH 
npocjieccop hctophh TaHueB 6y/ieT HHTaTb 3th npocTbie CTpoxn. Oh, HecoMHeHHO, 6 yp,QT 
HaHHHaTb C flJIHHHOH AHCCepTaHHH no HCTOpHH TaHH,eB, B XaJX^OH CTpaHe H J\JIK Xa^X^OTO 
B03pacTa. Oh ySe^HTejibHO .noxanceT, hto ncxyccTBO TaHpa He MonceT 6bitb npnoSpeTeHO 
jih6o b Jiecy, jih6o Ha 6epery Mopn, h hto 6bijio 6bi 6e3yMHeM ocHOBbiBaTb rnxojiy b 
Haflox^e, hto 3to Bee 6biJio 6bi bo3mo>xho. Ho, ecjin mbi xothm aoShtbcm B03p0)x,neHH5i 
TanpeBajibHoro ncxyccTBa, to oho He 6y^eT B03HHxaTb H3 tojiobbi jhoSoto yneHoro 
npocfieccopa, a exopee 6y/ieT OTnoHxoBbiBaTbcn ^anee H3 pa/iocTHbix ^BH)xeHHH fleTcxnx 
Ten, pyxoBOflCTByneb My3bixajibHbiM conpoBO>xfleHHeM (JuieiiTbi Beiraxoro 6ora naHa. 
1906. 
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MOJIOAE5KL H TAIIKH 

—Isadora Duncan, The Art, pp. 97-98. Youth and The Dance. 

PeSeHOK BenHKOJienHo nonoH >kh3hh. Oh nptiraeT SecKOHenHO, HanojiHeHHbiii h 
ynoeHHbm ABHacemieM. Oh - MOJiOAoe acHBOTHoe, KOTOpoe pacTCT nocpe^H pa^ocTHoro 
jiHKOBaHH^i, BxarHBaiomee c MaKCHMajibHbiM HanpaaceHHeM cBoero cyipecTBa Bee to, hto 
A aeT eMy chjibi a-bb oyAymeii acroHH. 

PacTymHH peSeHOK h Bee ero ABHaceHHa, aBJiaioTca oneBHAHBiM CBHAeTejibCTBOM 
rapMOHHHHoro pHTMa, Bbipaacaioipero bcio ero pacTymyio acroHB. HtoSbi 
"HaTpeHHpoBaTb" peSeHKa, ctoht nomiTB niaBHoe, hto caMbiii BepHBiii nyrb, h, k TOMy 
ace, caMbiii npeKpacHbiii, - OKpyacHTB ero acroHB aTMoecfjepoii roamHoro ABHacemia. H 3 
3Toro HanajibHoro OKpyaceHHa, b TJiy6oKoii jho6bh k KpacoTe, [peSeHOK] dypQT 
eCTeCTBeHHbIM o6pa30M pa3BHBaTbca. 

noHHMaHHa TaHpa hco6xoahmo oco3HaTb, hto aKTHBHOCTb peSeHKa flOJiacHa 6bitb 
HanpaBJieHa b ecTecTBeHHoe pycjio npHCTpacTHH h B03M0acH0CTeii AeTCTBa. He ctoht 
TpeSoBaTb ot Hero h3jihhihhx ycHJiHH: nycTb abiiiiht paAOCTHO, nycTb AaeT bojho CBoeii 
acHBOH npnpofle, nycTb nojiynaeT noMOipb, HeoSxoAHMyio tojibko a-bh rapMOHHHHoro 
pocTa CBoero Tena. npeacAe Bcero, He Tpe6yirre ot Hero ABHaceHHii, KOTopbie 
npoTHBOpenaT ero npnpoAe, a tojibko Tex ABHaceHHii, KOTopbie npHBeAyT ero Ayx h tcjio 
b eooTBeTCTBiie c caMBiMH SjiaropOflHbiMH no6yacAeHHaMH, h c HanSojiee AyxoBHBiMH 
npoaBJieHHaMH HejiOBeHecTBa. nocjie ttoto tcjio CTaHOBHTca AyxoM, acecTbi KOTOporo 
ecTb ero a3biK, a Kraaa Aynia bbixoaht k cBeTy, KpacoTe h bchhoh jho6bh. 
nycTb peSeHOK 6yAeT BOBJieneH b 3to cnoKoimoe o6yneHHe, Kor^a oh Sy^eT TpeneTaTb 
nepeA tcmh xyAoacHHKaMH, Hbe HejioBeHecKoe cymecTBOBaHHe 3aKOHHHJiocb, ho kto 
ocTaBHJi nocjie ce6a SeccMepTHyio My3bncy. 

nycTb peSeHOK TaHpyeT xax peSeHOK: He HaKJiaABiBaiiTe Ha Hero B3niaABi h acecTbi 
snoxH, KOTOpaa He HMejia HHHero oSipero c npocToii 5kh3hbio h hoajihhhoh 
HejioBeHecKoii npHpOAoii - hto 6bijio b SajieTax JIioAOBHKa XIV. 

nycTb TaHHbi peSemca BbipaacaioT ero Ayrny, CHanajia b KpacoTe h npn OTcyTCTBHH 
nyBCTBa HenoBKOCTH, KOTopbie npHHaAJieacaT MJiaAeHnecTBy, 3aTeM b eooTBeTCTBHH c 
MonoAOCTbio, 3aTeM c kdhoctbk). He yHHTe mojioabix AeBymeK noApaacaTB jih6o HHM(J)aM, 
jih6o rypHUM, jih6o KypTH3aHKaM, ho C03AaBaiiTe hx TaHeu, Tax Kax 3to AeaajiH BecTajiKH 
ApeBHHx BpeMeH, KOTopbie nocBaipajiH ce6a [TaHpy] ABe tbichhh JieT Ha3aA. 

CoxpaHaiiTe AJia noApocTKOB hx chjibi h hx acH3HepaAOCTHyio iohoctb. He OAeBaiiTe hx b 
cfjaHTacMaropHHecKHe koctiombi, KOTopbie AeaaioT hx noxoacHMH Ha KJioyHOB hjih 
TOMamHxca jiio6obhhkob. Cxopee, nycTb hx TaHeu 6yAeT OTpaaceHHeM bchhoto HAeana 
npeKpacHoii MOJiOAeacH - lOHomecKHx MeHTamni h CTpeMJieHHH, KOTopbie HanojimnoT hx 
5KH3HB. nyCTB HX TaHeH pOaCAaeT H paAOCTHOCTB, H CHJiy, H MyaceCTBO. nyCTB 3TO Bee 
ABIIHHT CBUTBIM AyXOM acepTBeHHOCTH MOJIOAOTO 60 HU,a! 

H, KorAa ohh cTaHyT BonjiomeHHeM coBpeMeHHBix BecTajiOK, TorAa ohh HanHyr 
npeBpamaTBca b acempHH, OKpyaceHHBix jhoSobbio, c jhoSobbio h paAOCTBio 
MaTepHHCTBa. B tot momcht hx TaHep, 3aKOHHeHHBiii h caMoSbiTHBiii, 6yAeT caMbiM 
KpaCHBBIM H3 BCeX [H3BCCTHBIX Ha 3eMJie]. 

,2,a, AaBaiiTe jnoSoBaTbca ecTecTBeHHBiM TaHpeM mojioabix acempHH h mojioabix MyacHHH, 
hx npeBpaipeHHeM, hx nyjiBCHpyiomHM phtmom - b hx TaHpe, KOTOpbiH aBJiaeTca 
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HAeajiBHbiM h nonHbiM, coflep>KamHM b ce6e bcio [HejiOBenecxyio] >xH3Hb, h bo3hocihhhh 
T aHu,opOB 6jiH>xe k 6oraM. Tonna 6yneT hath cne^OM 3a hhmh, 6y/ieT Ha6jiio,naTb hx 
MH poomymeHHA, 6y/ieT c hhmh eflHHbiM ijejiMM, b nojiHOH rapMOHHH, h b nojiHOM 
coneTaHHH, 6y^eT cTaHOBHTbcii Ha hx cTOpcmy, b caMbix SjiaropOflHbix no6y)x,neHHiix 
HeJIOBeHeCKOH 5XH3HH, H C CaMbIM IICHbIM npH3bIBOM 60)KeCTBeHH0CTH. 

Kor^a 3 tot ^eHb B30HfleT, to 3to 6y/ieT ^eHb oxoHHaTejibHoro CHacTMi, Kor^a mli 
[ oKOHnaTejibHo] no3HaeM [Bee cexpeTbi] HcnojmeiHHi B03BbimeHHbix phtmob chmcJiohhh 
EeTxoBeHa. 


KPACOTA H yilPA^KHEHHE 

—Isadora Duncan, The Art, pp. 80-83. Beauty and Exercise. 

Mhoto JieT Ha3a/i ko MHe npHnuia H^ea, hto motjio 6bi 6mtb bo3mo5xhmm BoenHTaTb 
MOJioflbix ^eByrnex b Taxon aTMoecfiepe KpacoTM, hto ecjiH y hhx nepefl nia3aMH b 
OKpyjKaiomeH hx o6cTaHOBKe Bee BpeMii 6y^eT Haxo/iHTbCH HAeajibHaa cfiHrypa, to hx 
co6cTBeHHbie Tejia aojhkhbi nocTeneHHO CTaTb ojinpeTBOpeHneM stoh <J)Hrypbi; h ^ajiee, 
nyTCM nocTO^HHoro SMyjiaHHH (noflpajKaHHH) 3toto H^eana h npn 6ecxoHeHHoii 
npaKTHKe KpacHBbix flBH^KeHHH, ^eByniKH CTaHyr H^eajibHMMH no cjiopMe h b ncecTe. 3to 
mojito Ka3anocb MHe xomienuHeii H^eaiibHOH hikojibi TaHpa. 

Hm ea b BH^y, Kax h y>xe cxa3ana npeac^e, hto cjiopMa h ABH>xeHHe eflHHM, h conna 
neOOXOHMMMM flJHI pa3BHTHH KyjIbTypbl KpaCHBOTO HBH/KemiH, Tax TUiaTeHL.no yxaHCHBaTb 
3a pacTymHMH (jinrypaMH cbohx yneHHH, Kax ca^OBHHx yxancHBaeT 3a OHepTamniMH 
CBOHX <j)pyXTOB H HBeTOB. 

C 3toh nejibio h noMecTHJia b mohx mxojiax pa3JiHHHbie H,neajibHbie H3o6pa>xeiHHi 
HceHcxnx cj)opM, Bbi6paB flance HexoTOpbie H3 caMbix paHHHx anox - 6apejibecf)bi h 
cxyjibnTypbi TaHu,yioiH,Hx neTen, xhht h xapTHH, noxa3MBaioiH,Hx neTCKyio cjjopMy, xax 
3to npeACTaBJiHJiocb HCHBonncpaMH h cxyjibnTOpaMH Bcex HCTOpHHeexHx anox; xapTHHM 
TaHu,yioiH,Hx AeTen Ha rpenecxHx Ba3ax; cfmrypxH TaHarpa h Ecothh; rpynna TaHu,yioiH,Hx 
fleTeii /JoHaTejuio, xoTOpan nBJiiieTcii jiynncTOH pe6iiHecxoH MejioflHeii; TaimyiomHx 
fleTen reiiHc6opo. 

Bee 3th (j)Hrypbi hmciot onpeflenemioe cxo^ctbo b HaHBHoii rpaunn hx cfiopMM h 
ABHHC eHHH, xax OyilTO HeTH pa3H0T0 B03paCTa BCTpeTHJIHCb H COeflHHHJIH pyXH Hepe3 
CTOJieTHH. PeajibHbie ^eTH coBpeMeHHbix ihxoji, ABHrancb h TaHpyH cpe^H hhx, /iojihchm 
HM eTb CXOflCTBO C HHMH, flOJDXHM OTpaHCaTb 6eCC03HaTeJIbH0, B CBOHX (j)OpMaX H 
flBHHCeHHHX, TO He60JIbHI0e XOJIHHeCTBO 3T0H HH(f)aHTHJIbHOH pa^OCTH h 6jiaro,naTH. H 
3 to HBJiHeTCH nepBMM HiaroM x pocTy b xpacoTe, nepBMM rnaroM hoboto TaHpa. 

A Taxjxe pa3Memaio b cbohx mxojiax cfiHrypbi mojioamx /jeBymex, TaHpyiomHx, 
6erymnx, no,ncxaxHBaiomHx, Te MOJioflMe enapTaHCXHe ^eByiuxu, xoTOpbie b THMHa3HHx 
6mjih o6yHeHM TpyuHMM ynpamieiiHiiM Tax, hto6bi ohh noTOM motjih 6bi CTaTb 
MaTepHMH repoHHeexHx bohhob, Tex jierxoaTJieTOB, xoTOpbie npHHHMajiH ynacTHe b 
oxeroAHbix [ojihmhhhcxhx] nrpax, H3bicxaHHbie TeppaxoTOBbie cfiHrypbi c jieTiimHMH 
noxpOBaMH h njiaBaiomHMH o^ox^aMH; MOJiOAtie fleBymxH, TamiyiomHe pyxa 06 pyxy b 
IlaHaTeHeace. Ohh noxa3MBaioT HaM uejib, xoTOpyio HyncHO ^ocTHraTb yneHHxaM mohx 
ihxoji, [tcm yneHHxaM] xoTOpbie b 6jiH5xaiiHiee BpeMH HaynaTcii nyBCTBOBaTb 6jiH3xyio 
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JIIOSOBBIO K 3THM (jlHrypaM, H B Xa>XAOAHeBHBIX nonbITKaX A06 hTBCH CXOflCTBa C 3THMH 
tfmrypaMH, ohh 6yAyT npoHHxaTbcn cexpeTOM hx rapMOHHH. H6o x nonaraio, hto TOJibKO 
npoSyjK^aa cnjibHoe jxejiamie KpacoTbi, KpacoTa mojkct 6biTb nojiyneHa. 

AOCTH5XefflHI 3TOH rapMOHHH, OHH AOJI5XHBI Xa>XAbIH AeHb flCJiaTb CneHHaJIbHbie 
ynpa/Kiiemia, Bbi6paHHbie rjix stoh uean. FIpineM 3 th ynpamiemni noAOiipaiOTCfl TaxHM 
o6pa30M, HToSbi ohh coBnaAajiH c co6cTBeHHbiM >KejiaHHeM yneHHxoB Tax, hto6bi 
ynpamiemni BbinojimuiHCb c xoponiHM HacTpoeHHeM h jxejiaHHeM. Ka>xAoe H3 
ynpa>KHeHHH - He TOJibKO cpeACTBO /ijt a AOCTH>xeHH5i uejin, ho h caMOtiejib, h 3to 
KOH enHaa uejib, - CAeJiaTb H^eajibHbiM h cnacTJiHBbiM xa^xABiii AeHb >xh3hh. 

U,enb sthx oxeAHeBHbix ynpa>xHeHHH coctoht b tom, hto6bi c^ejiaTb H3 Tejia b xa^xABiii 
nepnoA ero pa3BHTHa HHCTpyMeHT xax mojxho 6onee coBepmeHHbiH, HHCTpyMeHT hjih 
BbipajxeHH^ 3toh rapMOHHH, KOTOpaa, npoHHxan bo Bee, roTOBa nocTynaTb b Tejia, 
KOTOpbie 6biJiH noAroTOBJieHbi k 3TOMy. Ynpamiemni HanHHaioT c npocTOH 
rHMHacTHHecKOH no^roTOBKH Mbirnu, HToSbi CAeJiaTb hx cHJibHbiMH h thSxhmh; nepBbie 
marn TaHu,a HanmiaiOTCii TOJibKO nocne Toro, xax 3th rHMHacTHHecxne ynpajxiieHHii 
6yAyr 3aBepmeHbi. CHanajia ohh coctoht b npocTOH phtmhhhoh xoAtSe, hto6bi npox^e 
oSyHHTbca Me^JieHHO rnaraTb noA 3Byxn npocToro pHTMa, 3aTeM Hy>KHO hath Hecxojibxo 
6biCTpee no 3Byxy 6onee cjiojxhbix phtmob, 3aTeM 6e>xaTb, - CHanajia MeAJieHHO, a 3aTeM 
cjierxa noAexaxHBaTb b onpeAejieHHbie momchtbi pHTMa. 

C noMOipbK) 3 thx ynpa>KHeHHH yneHHXH ynaTOi HHTaTb hotbi Ha Hixaiie ABH>xeHH5i, Tax 
>xe xax My3bixanbHbie hotbi pa3MemeHbi Ha rnxane 3Byxa. IIo3)xe, 3 th hotbi MoryT 6 bitb 
HC nOJIHeHbl B rapMOHHH C CaMbIMH pa3JIHHHBIMH H TOHXHMH X0MH03HHHHMH. Ho 3TH 
e>xeAHeBHbie ynpamieHHii, - 3 to tojibxo OAHa nacTb o6yneHH^. YneHHXH BcerAa oactbi b 
CB oSoAHbie h H3nmHbie ApamrpoBXH - bo BpeMn cnopTHBHbix cocnoaHHH, Ha nrpoBbix 
njiomaAxax, bo BpeMn hx nporynox, hjih b Jiecy, xorAa ohh SeraiOT h npbiraiOT Ha 
npnpOAe, ao toh nopbi, noxa ohh He HaynHJiHCb Bbipa^xaTb ce6n b abhjxchhh Tax >xe 
Jierxo, xax Apyrne MoryT Bbipa3HTb ce6n cjiobom hjih necHeii. 

Hx HccjieAOBaHHn h HaSjuoAeHHn He orpaHHneHbi pa3JiHHHbiMH (JiopMaMH ncxyccTBa, ho 
ohh oco6o HanpaBJieHbi Ha ABH^xemni npnpOABi. ,H,BH>xeHHii o6jiaxoB Ha BeTpy, B3Maxn 
[BeTBen] AepeBbeB, nojieTbi nTHH, xpy^xeHHe jihctbcb, - Bee 3 to HMeeT oco6oe 3HaneHHe 
AJib ynaiAnxcu. Ohh ynaTCn 3aMenaTb oco6eHHbie xanecTBa jijix xa>xAoro ABH>xeHH5i. Ohh 
pa3BHBaiOT B CBOHX AyniaX BHyTpeHHIOIO CHMnaTHIO, HeH3BeCTHyiO ApyrHM JIIOABM, 
CHMnaTHio, xoTOpan 3acTaBJHieT hx nocTHraTb 3 th ABroxemni, nocxojibxy 6 ojibhihhctbo 
jnoAeii He cnocoSHbi CAeJiaTb 3Toro. xajxAoii nacTHHXH hx Tejia, nyBCTBHTejibHbix h 
BHHM aTejibHbix, xoTOpan oTBenaeT Ha MejiOAHio npnpOABi h noeT BMecTe c Heir 
Kax nacTO, B03Bpamancb nocjie sthx 3amiTHH, npHxoAfl b xoMHaTy TaHpa, 3 th yneHHXH 
nyBCTBOBajiH b cbohx Tenax HenpeoAOJiHMoe no6y>xAeHHe CTaimeBaTb to hjih HHoe 
ABH^xeHHe, xoTOpoe ohh tojibxo hto Ha6jnoAajin! /],HOHHCHHCxaa 3MOHHH oSjiaAajia HMH. 
H, TaxHM o6pa30M, co BpeMeHeM, x AyMaio, HexoTOpbie H3 hhx npHAyT x conHHeHHio 
cbohx co6cTBeHHbix TaimeB. Ho Aa>xe, xorAa ohh TamiyioT BMecTe, b to BpeMn xax 
xa>xAbiH H3 hhx, BAOXHOBJieHHbiii rpynnoH, o6pa3yeT nacTb Hejioro, xa^xABiii coxpaHneT 
cbok) TBopnecxyio HHAHBHAyajibHOCTb. H Bee nacTH BMecTe cocTaBJinioT eAHHyio 
rapMOHHio, xoTOpaa HeceT HOBoe po)XAeHHe b MHp: AeJiaeT CHOBa jxhboh njiaMeHHyio 
xpacoTy ApaMaTHHecxoro Xopa, Xopa TpareAHH, BenHoro rHMHa 6opb6bi Me)XAy 
nejioBexoM h CyAb6oii. 
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KyjibTypa (J)opMti h nBHnceHHH Tena npaKTHKyeTcn ceronHn nByMn cnocodaMH: 
ruMHacTHKOH h TaHpaMH. 06a cnoco6a nonncHbi coHeTaTbcn, noTOMy hto 6e3 
rHMHacTHKH, 6e3 3flOpOBoro h cHCTeMaraHecKoro pa3BHTmi Tena, peantHbiH TaHeu 
HeflOCTH>KHM. FuMHaCTHKa flOJDKHa (J)OpMHpOBaTb OCHOBy BCerO (|)H3HHeCKOrO 
BocnHTaHH^i; Teny HyncHO naTb MHoro CBeTa h B03nyxa; ero pa3BHTHe nonncHO 
ocymecTBJi^Tbca MeTonHHec kh \ bca ncroHeHHan cHJia Tena nonnoia 6biTb npHBeneHa k ero 
nonHOMy pacniHpeHHK). 3to 3anana npenonaBaTenn rHMHacTHKH. 3aTeM HnHTe 
TaHi;eBaTb. B Teno, KOTOpoe 6biJio rapMOHHHHO nonroTOBneHO, xorna b Hero npHBHeceH 
caMbiH BbicoKHH ypOBeHb THeprHH, bxoaht jjyx Tampa. ^BHnceHHe h KyjibTypa Tena 
<j)opMHpyiOT u,enb jpia rHMHacTa; nna Tami,oBmHKa ohh ecTb TonbKO cpencTBo. TaKHM 
o6pa30M, o caMOM Tene HyncHO 3a6biTb, nocKonbKy oho - 3to TonbKO rapMOHHHHbin h 
xoporno npHcnoco6neHHbiH HHCTpyMeHT, nBHnceHHH KOTOporo BbipancaiOT He TonbKO 
ABHnceHHn Tena, xax b THMHacTHKe, ho Taxnce h mbichh, h nyBCTBa nyniH. 

(1914) 

0EPA30BAHHE H TAHEII, 

—Isadora Duncan, The Art, pp. 88-89. Education and The Dance. 

lIlKona TaHua nonnoia hmctb nee rnaBHbie uenn nnn nee MenTbi. Oahoh H3 hhx HBnneTcn 
"earth" [nonBa, coBMecTHoe nponcHBaHHe, KOMMyHa], a npyroi! nBnneTcn "production" 
[npoflyijHpoBaHHe, odyneiiHe TaHiiy, TBOpnecTBo], IIpH (JiopMHpOBaHHH CBoeii HiKonw n, 
npencne Bcero, xoTena BHecTH [b odipyio KonnnKy] 3to caMoe BancHoe OTKpbiTne o 
BocnHTaHHH pedemca, - He juisl onpeneneHHOH rpynnbi neTeii, ho npHMeHHMoe ko bccm 
neTHM b MHpe: TaHeu - 3to caMan ecTecTBemian h KpacHBan noMOipb pim pa3BHTHH 
pacTyipero pedemca, b npouecce ero nocTonHHoro nBHnceHHn. H TonbKO TaKoe 
odpa30BaHHe HBnneTcn npaBHnbHbiM, KOTOpoe BKmonaeT b cedn TaHeu. 

Korna n ocHOBana nepByio imcony b 1905 rony, MHe 6bino toubko 22 rona. Ochobhoh 
npHHHHOH jpiK BKnaflbiBaHHn Bcero Moero icanHTana, nepBbix nnonoB Moero ycnexa, h 
npHHeceHHn b ncepTBy Moeii nnuHOH xapbepbi b to BpeMn, 6bino b omymeHHH 
cocTpa^aHnn ot HenonoHHMamM h MyneHun, uepe3 KOTOpbie npoxonuT cpenmiH pedeHOK 
pann coBpeMeHHoro odpa30BaHHn. Mon ocHOBHan npunmia nnn cosnarow stoh uiKonbi He 
dbina, Kax nyMaioT rnonn, Heodxo^HMOCTb odynaTb neTeii nna TeaTpa. Bmccto stoto, b to 
BpeMn, Korna n caMa dbina nonra xax pedeHOK, n MeuTana o BocnHTaHHH h 
(JlOpMHpOBaHHH BOKpyT MeHH MOnO^BIX yueHHKOB, KOTOpbie dynyT BAOXHOBneHbl MOeil 
H^eeii, dynyT ncHTb co mhoh neHb 3a nneM, a 3aTeM dynyr noMoraTb naBaTb KancnoMy 
pedeHKy [nponycK] b MHp HCKyecTBa, hto n nan a hm caMHM paHee. J\jik xancnoro 
pedeHKa, hto ponuncn b HHBHnH30BaHH0M MHpe, nonnmo npenocTaBnnTbcn 
HeoTueMneMoe npaBO Ha HacnenoBamie KpacoTbi. 

Moh TeopHH BCKope npuHecnn cboh nnonti. B TeneHHe 2-x neT uiKona npeBparana 
HeB3paHHbix, 6one3HeHHbix h nnoxo odpa30Bamibix neTeii b HacTonmne (JipecKH, KOTOpbie 
npeBoexonunn b onapOBaHHH cfipecKH /],OHaTenno unn JlyKH nenna Poddna. HeT HHHero 
donee npocToro h npnMoro, HMen b BHny na tb HCKyecTBO Hapony - hto 3HanHT naTb 
npencTaBneHne o tcxhukh nnn padonero HenoBexa, - neM npeBpaTHTb codcTBeHHbix 
neTeh b ncHBbie nporoBeneHun HCKyecTBa. ^era Moeh uiKonbi b paHHeM B03pacTe 
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HaynmiHCL neTt xopxi MeHpejiBCOHa, MopapTa, Baxa h necHH IIIySepTa; pjia xaacporo 
peSeHxa, He3aBHCHMO ot Toro, m xaxoro oh KJiacca, oneBHpiio, ecjiH peSeHOx noeT h 
PBHraeTca k 3toh My3tiKe, to oh 6ypeT npoHHKaTB b pyxoBHoe nocjiaHHe bcjihxhx 
MacTepOB. 

H Tax 6&1J10, nepBOH Sojibihoh pejibio Moeii hixojibi 6biJia copnajumpHa h o6pa30BaHHe 
[peTeii]. Ho a Tax npeycnejia b nepepane onpepejieHHoii sxcnpeccHH peTaM, hto Sypacya 
npHBeTCTBOBaJIH HX XaX HaCTOaipHH (j)eHOMeH, h 6bijih totobbi nJiaTHTb SoJIBIHHe CyMMBI, 
hto6bi pa3MecTHTB hx Ha cueHe, h CMOTpeTB Ha hhx Hepe3 6hhoxjib. Cxojibxo pa3 X 
Bbixo^HJia nocjie BBicTynjieHHa h o6i>acHajia: "3to TaHpyioipHe peTH, xoTOpbix a oBynnjia 
b Moefi rnxojie, h ohh He npe3eHTyioT ce6a xax TeaTpajibHbie apTHCTbi. A BbiBejia hx 
nepep bbmh npocTO, hto6bi noxa3aTb, - nopoSiioe MoaceT 6bitb pocTHrayro c xaacpxiM 
peSeHxoM. Tenepb ace, paiiTe MHe cpepcTBa pjia pajiBHeHineii pa3pa6oTXH stoto 
sxcnepHMeHTa b eipe Bojibhicm MacniTaSe, h x 6ypy pajibine poxa3BiBaTB BaM, hto 
xpacoTa, xoTOpoii anjiopnpyiOT ceropHa BenepOM, MoaceT 6bitb caMbiM ecTecTBeHHbiM 
BbipaaceHHeM pjia xaacporo peSemca b MHpe." 

Ho pjia TOTO, HTO0BI OCymeCTBHTb TaXOH OTpOMHblH npOeXT, 6bIJIO HeoBxOpHMO HMeTb 
noneneHne h noMOipb ot npaBHTejibCTBa. nocne Moero HanpacHoro oBpaipemia xo BceM 
npaBHTejibCTBaM EBponbi h AMepnxn, x npmiajia npiirjiameHHe ot CoBeTcxoro 
npaBHTejibCTBa ocHOBaTb rnxojiy b MocxBe. 


IIHCBMO K YHEHHIJAM [o6paipeHHe x rnecTH npneMHbiM ponepaM] 

—Isadora Duncan, The Art, pp. 107-108. A Letter to the Pupils. 

noacajiyncTa, He no3BOJWHTe HHxoMy yBepmr. Bac nbiTaTbca TaHpeBaTB ^eSioccH. 3to - 
tojibxo My3bixa HyBCTB h He HMeeT HHxaxoro coo6ipeiHia x flyxy. H 3aTeM, Bee acecTbi 
^eSioccH HanpaBJieHbi BHyTpb - h He hmciot HHxaxnx acecTOB, HanpaBJieHHbix Hapyacy 
hjih BBepx. A xony, hto6bi bbi TanpeBajui tojibxo Ty My3bixy, xoTOpaa iipeT H3 pyrnn b 
BBiciHHe ccfiepbi. noneMy 6bi He H3yHHTb ciOHTa Baxa in Re? Bbi noMHHTe moh TaHeu Ha 
3Ty My3bixy? noacajiyiiCTa, Taxace Bcerpa npopojiacaiiTe cboh HCCJiepoBaHHa CepbMoii 
chm(J)ohhh BeTxoBeHa ii CepbMoii chm(J)ohhh IIIySepTa, h noneMy 6bi He CTaHpeBaTB c 
KoynjieHAOM 7 MeiiysTOB BeTxoBeHa, xoTOpbie mbi roynajiH b 4-m aBeHio? H chmcJiohhh 
MopapTa in G. H ecTb pejibiii MHp MopapTa, xoTOporo bbi MoaceTe H3ynHTb. 
norpy3HTe cbok) pyrny b SoacecTBeHHoe 6ecco3HaTejibHoe. HpHTe rayBoxo BHyTpb Hee, 
noxa OHa He OTpacT Bameii pyrne cboio Tainiy. Hmchho Tax x Bcerpa nbirajiacb BBipa3HTB 
My3Bixy. Moa pyrna pojiacHa ct3tb epHHoii c Hen, h TaHeu 6ypeT poacpeH H3 stoto 
oBnaTHa. My3Bixa 6biJia bo Been Moeii acH3HH Sojibihhm Bpoxhobchhcm h, B03M0acH0, 
xorpa-HH6ypb CTaHeT YTemeHneM, h6o a nponuia Taxne yacacHBie ropbi. Hhxto Tax h He 
noHaji, xorpa a noTepajia ^eMpppe h naTpnxa, xax 6ojib 3acTaBHJia MeHa BpeMa ot 
BpeMeHH acHTB noHTH b 6pepy. cDaxTHnecxH moh SepHbiii mo3t 6biji naipe CBepeH c yMa, 
neM xto-jih6o MoaceT 06 stom 3HaTB. Opho BpeMa, coBceM HepaBHO, a nonyBCTBOBajia, 
xax 6ypTO a npocHyjiacb ot pojiroii jinxopapxH. Korpa bbi oSpyMbmaeTe 3th ropbi, to 
pyMaeTe o noxopOHHOM Maprne IIIyBepTa, 06 ABe Mapna, npo HcxynjieHne, h 3a6breaeTe 
Te BpeMeHa, xorpa Moa 6epHaa o6e3yMeBiuaa pyrna nbiTajiacb yiiTH ot cTpapaHHH, 3to 
BnojiHe MoaceT paTB BaM bcio bhphmoctb 6e3yMHa. 
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51 flOCTHHia T3KHX BBICOKHX IIHKOB, 3aJIHTBIX CBeTOM, HO y MOeH /Ty TTT H y>xe He 6bijio chji, 
hto6bi >khtb TaM, - h hhkto He nomm y)KacHOH nBiTKH, ot KOTOpoii x nbiTanacB y6e)KaTB. 
OflHa>KABi, ecjiH bbi noiiMeTe rope, to bbi noiiMeTe TaK>xe h Bee, hto x nepe>KHJia, h Tor/ja 
bbi Sy^eTe AyMaTB tojibko o CBeTe, Ha xoTOpBiil x yxa3ana, h bbi 6yAeTe 3HaTB, hto ecTB h 
peajiBHaa Ance^opa. TeM BpeMeHeM, pa6oTaiiTe h co3AaBaHTe KpacoTy h r apMOHHio. 
EeflHBIH MHp Hy)KAaeTCH B HHX, H C BaiHHMH HieCTBK) flymaMH, HflymHM C eflHHOH BOJieil, 
bbi MO)KeTe co3flaBaTB KpacoTy h B^oxHOBeHne jgix hoboh )Kh3hh. 

51 Tax pa.ua, hto bbi pa6oTaeTe h hto bbi rnoSHTe 3 to. nuTaiiTe cboh Ayx ot IIjiaTOHa h 
^ aHTe, ot TeTe h IIlHJinepa, LUexcniipa h Hn ijm e (He 3a6biBaHTe, hto "Po>xAeHHe 
TpareAHH h ,3yx My3BiKH" - 3 to moh EhSjihji), hahtc BMecTe c hhmh, ohh 6yAyT 
HanpaBJiHTB Bac, h c caMOH BejiHKOH My3BixoH [b ce6e], h Tor^a bbi MO>xeTe noiiTH 
Aajiexo. 

/^oporne Aera, x 6epy Bac Bcex b moh o6bhthh. H 3agcb nouejiyH jxxx Ahhbi, h 3accb 
OAHH JJJ1X Tepe3BI, H OAHH J\JIX HpMBI, H 3A6CB nOHeJiyH JUIX rpeTeJIB h OAHH jijix 
MajieHbKoii 3pHKH - h nopejiyH jijix Te6n, AOporan JlroejiB. /JaBaiiTe 6yAeM mojihtbch, 
hto6bi 3Ta pa3Jiyxa npHHecjia HaM tojibko 6ojiee BBicoKoe o6ipemie, hto6bi mbi 
CTaHOBHJiHCB Bee 6jiH>xe h 6jiH>Ke, - h Tor^a y>xe CKOpo mbi CHOBa Bee BMecTe 6yAeM 
TaHpeBaTB, o6pa3yn XopOBOA- Ben moh jiio6obb [BaM], 

(1918 hjih 1919) 

PHXAP1 BArHEP 

—Isadora Duncan, The Art, pp. 105-106. Richard Wagner. 

MHe Ka^KeTca, hto komho3hhhh Baraepa He Moryr paecMaTpHBaTBCH xax paSoTa OAHoro 
xyAOJKHHxa hjih xax BBipa>xeHHe oahoh CTpaHBi. Ohh, cxopee, - ecTB 6yHT h Bee nyBCTBa 
3noxH, BBipa>xeHHBie nocpeACTBOM PnxapAa Baraepa. 

Hmchho noaTOMy, xa^xeTai, Tax mcjiohho, nBiTaTBCn OTxa3aTBCH ot 3toh My3Bixn bo 
BpeMn bohhbi; bch paSoTa Baraepa npOTexaeT nepe3 xa>xAyio xanjiio xpoBH b xajxAOM 
xyAOJKHHxa MHpa, h ero MoryuHH pHTM y>xe CTaji nacTBio xa>xAoro cepAPa Ka>xAoro H3 
Hac. rtocKOJiBxy Baraep - Sojibine, neM xyAOKHux: oh - BejiHxojienHBiH AaJiBHOBHAHBiii 
npopox, ocBoEoAHTejiB HCKyecTBa Sypyipero. Hmchho oh poaht hobbih coio3 HCKyecTB, 
B03p0)KAeHHe TeaTpa, TpareAHH h TaHpa xax eAHHoro uejioro. 

Oh 6biji nepBBiM, kto nonyBCTBOBaji TaHep, xorAa pOKpajiacb My3BiKa. 3 to TaK^xe h moh 
xoHpenpmi TaHpa, h 3a Taxoii TaHeu x 6opiocB b ag^tcjibhocth Moeii hikojibi. nocxojiBxy, 
b rjiySuHax xa)KAOH My3BixajiBHOH tcmbi Baraepa 6yAyT HaiiAeHBi tcmbi jijix TaHpa: h 
MOH yMeHTanBHaa cxyjiBnTypa, h ABH^xeHHe, KOTOpOMy Tpe6yeTCH tojibko jihhib 
0CB060)KAeHHe H HOBail 5KH3HB. 

3t0 HMeHHO Ta My3BIKa, npo KOTOpyiO KpHTHXH HMeiOT npHBBIHKy TOBOpHTB! "OHa 
HanucaHa He jgix TaHpa"; ho 3to hmchho Ta My3Bixa, H3 KOTOpoii TaHep, Tax aojito 
npe6BiBaBHiHH 6e3)KH3HeHHBiM b 3apOAtinie, pojxAaeTcn CHOBa. no cpaBHeHHio c sthm, 
HOBOpOJKAeHHBIM TaHpeM, (JtaJIBIHHBBie n03BI OnepHBIX TaHpOpOB KaJKyTCa HaM HeM-TO 
Bpope BOcxoBBix (jiuryp b My3eax bockobbix cfmryp. 

TeaTp 6ypeT jkhtb CHOBa bo Been ero cjiaBe, tojibko xorpa TaHeu CHOBa 3aiiMeT CBoe 
HCTHHHoe MecTO, - xax cocTaBHaa h HeH36e5KHan nacTB TpareAHH. 3to noTOMy, x Tax 
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cwraio, hto x Kor^a-To peniHJiacB CTaHpeBaTB no^ My3BiKy Baraepa, - pa, noTOMy hto x 
Koraa-To noflHHJia pyKH, BMopupyiomne ot 3KCTa3a, cjie^ya rapMOHHHHBiM aKKopnaM 
IIapcH(j)ajM. 

Bbi noHHMaeTe Ty rnraHTCKyio 3 a^aHy, KOTOpan HanonceHa Ha Hac, npOK^e neM mbi 
CMOHC eM H 3 BJieHB H 3 3 TOH My 3 BIKH TO oEHJIBHOe ABHHCeHHe, KOTOpOe flOJDKHO HflTH 
cjieflOM, - [ocymecTBHTB uejiB -] BocxHTHTejiBHoe pO)KfleHHe hoboto TaHpa? 

1921. 


• MOCKBA • 


MOCKOBCKHE BIIEHATJIEHHB 

—Isadora Duncan, The Art, pp. 109-115. Moscow Impressions. 

(3th nncBMa o ee nonBiTKe ochob3tb niKOJiy TaHpa npn KOMMyHHCTHHecKOM 
roeypapCTBe b Pocchh coEpaHBi 3pecB, hto6bi noica3aTB 3HTy3na3M A./],., ee Hape)K,zp>i, ee 
MeTO^Bi oEyneHHH, h OKOHnaTejiBHoe pa3onapOBaHHe, k KOTOpOMy OHa npHnuia. CHanana 
- OTKpBiToe nncBMO k Ahtjihhckoh npecce; oho cyipecTByeT b ee coSctbchhom nonepKe - 
Tax, hto6bi He bo3hhkjio mbicjih nopyMaTB, Eypro oho 6bijio nporoBepeHO eoBeTCKoii 
nponaraHflOH. BTOpoe 6e3 appeca, TpeTBe nncBMO Ha cf)paHpy3CKOM HanHHaeTCH c 
oSpaipeHHH /Joporoi! ToBapmp; neTBepToe ABrycTHHy ,2,yHKaHy, ocTajiBHBie, bhphmo, k 
COBeTCKHM HHHOBHHKaM). 

[IlucbMO k AmjiuucKou npecce] 

3to npnSBiTHe b Pocchio - otpomhbih on&iT, h x He OTKa3ajiacB 6bi ot Hero hh b KaKOM 
cjiynae. Bot HaKOHep CTpyicrypa, pocTaTOHHO MoryipecTBeHHaH, rpe x Mory paEoTaTB, h 
BnepBBie b Moeii >kh3hh x nyBCTByio, hto Mory npoTHHyTB pyKH h pBimaTB. 3pecB 
KaJK^BIH HyBCTByeT, HTO, B03M05KH0, BO BTOpOH pa3 B HCTOpHH, B MHpe B03HHKJia 
SojiBHiaa CHJia, hto6bi paTB KanHTajnoMy, kotopbih o6o3HanaeT HypoBHipHyio ncapHOCTB 
H nOpJIOCTB, OPHH SOJIBHIOH ypap. ,Z],paKOH, OJIHpeTBOpHIOipHH JIIOpOepCTBO H 
3KcnjiyaTaHHio Tpypa, 3pecB nojiyHHJi CMepTenBHBiH ypap. KaKoe HMeeT 3HaneHHe tot, 
kto b 3aKJHOHHTejiBHBix MyKax ppaKOHa, pa3pyniHJi Bee BOKpyr Hero? OTBamiBiH repoii, 
KOTOpBIH nOpa3HJI ApaKOHa, KOTOpBIH po CHX nOp >KHBeT, XOTH OCJia6jieH OT CMepTeJIBHOH 
6opB6BI, H HMeHHO OT Hero pOpHTCH HOBBIH MHp. 

HoBBIH MHp, BHOBB C03paHHBIH HeJIOBeHeCTBOM; pa3pyHieHHe CTapOTO MHpa KJiaCCOBOH 
HeenpaBeflJiHBOCTH, h co3paHHe hoboto MHpa paBHBix B03M0>KH0CTeH. 3to paSoTa, 
KOTOpyK) KajK^BiH bhpht 3pecB, h x 3pecB rjix 3toh paSoTBi, h OHa HanojimieT mok) pyrny 
ot papocra, h roppocTBio, hto x npH3BaHa noMOHB b ee nepBBix rnarax b oEyneHHH peTeii. 
EojiBHiaa niKOJia hobbix cyipecTB, KOTOpBie 6ypyT poctohhbi HpeanaM hoboto MHpa. 
CooSipeCTBO MaJIBHHKOB H peBOHeK, KOTOpBie Sy^yT 5KHTB B SOJIBHIOH HIKOJie, hto6bi 
ccJiopMHpOBaTB oyjiy iir Hx lOHomeH h peBymeK, KOTOpBie cTaHyT npHBepnceHpaMH 
KoMMyHH3Ma - oypyipero HpeajiHCTOB. 

OTomeji b nponiJioe cTapBiii npean MOJiopencH, c ee orpaHHHeHHoil Harpapoii 
MOHoraMHOH jhoSbh h ero y3KHM HpeanoM ceMeiiHOH >kh3hh KaK penB cyipecTBOBamni. 
Eypyipan jhoEobb 6ypeT He "moh ceMBu", ho "Bee HejiOBeHecTBo", He "moh pera", a "Bee 
pe™", He "moh CTpaHa", ho "Bee HapopBi". 

51 cajHOTyio poncpeHHio Sypyipero cooSipecTBa TErrepHaHHOHanBHOH jiioSbh. 
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[IJucbMO HeadpecoeaHHoe] 

MocKBa, 6e3ycnoBHO, ophh H3 caMbix HHTepecHbix, ecuH He caMbiii HHTepecHbiii pemp 
MHpa ceropmi. ^a, HecMOTpa Ha TpypHOCTH h cTpapamni, 3pecb hctohhhk. xoTejia 6 bi 
6bitb 3pecb ceroproi, neM b jho6om, Tax Ha3biBaeMOM, npouBeTaiomeM ropope, h 
CT papamni, KOTOpbie a Ha6jnopaio, xax MHe xa^xeTcn, no xpainieH Mepe, flBjnnoTCfl 6onee 
KpaCHBBIM Bbipa)KeHHeM, neM HyBOpHHIH H C06cTBeHHHXH HMymeCTBa, CaMOflOBOJIbHbie H 
nepeKOpMJieHHbie, epynpie b aBTOMoSHJiax b noncKax ypoBOJiBCTBHa, KOTOpoe ohh pepxo 
HaxopflT. IlycTb npHxopaT ciopa, hto6bi kopmhtb rioBOJDXbe - h ohh MoryT HaiiTH CBoe 
cnacTbe b otbcthoh 6jiaropapHOCTH. 

npepcxa3MBaK), hto MocKBa b 6jiH5xainHee BpeMJi 6ypeT HanSojiee jxenaHHMM 
ropopoM, CBoero popa pyxoBHMM KjioppaHxoM. YcTajibie xypo>xHHXH, ppeajiHCTM, 
HCKaTeJIH HCTHHBI, - BCe 6ypyT CTexaTbCfl ClOpa, K 3TOMy BeJIHKOMy HCTOHHHXy 
pyxoBHoro npocBeipemni pmi HenoBenecTBa. C Moen CTOpOHbi, 6ypeT Moe ncxyccTBO, c 
KOTOpbiM a poflHJiacb, h b kotopom, a 3Haio, Hy^xpaiOTca Bee pera MHpa, h n Hapeiocb, hto 
paM ero 3pecb sthm peraM, KOTOpbie CTpapaioT ot HepocTaTxa Bcex MaTepnanbHbix 6jiar. 

paM hm 3to BejiHKoe /fyxoBHoe coKpOBHipe Moero ncxyccTBa, He 3anHcaHHoro b 
xonnax h xapnxaTypax, KOTOpbie 6 bijih cpenaHM 113 Hero, b mxojiax, napajiH30BaHHbix 
Teopnil H ySHTbIX CHCTeMOH ,H,aJIbXp03a H nOpo6HBIX, - HO 3TO eCTb HCKyCCTBO 
cnoHTaHHoe h HCTHHHoe, h Bor pan ero MHe, xax cxa3aji Yojit YnTMeH, "h3 cbohx 
coo6pa>KeHHH". 

[flucbMo JJop020u Toeapuuj] 

BejiHKonenHaa ppea - paBaTb My3bixy pun niopeH, - mbi MonceM oco3HaTb, hto mbi 
noTepajiH? Jl BHpena 3pecb jnopen, xoTopbie cjiymaiOT My3bixy tojibxo b pepxBax, h 
M y3bixa TaM oneHb KpacnBa, ho CMemaHa c Taxon 6 ojibihoh nacTbio Meaxoro cyeBepna, 
hto 3to 6onee BpepHO, neM nojie3HO. noneMy 6 m He hmctb Sojibhioh TeaTp, xypa jhoph 
M oryT cbo6opho bohth, xax b HepxBH, 6e3 SHJieTOB, no xpainieH Mepe, b BoexpeceHbe 
nocjie o6epa h BenepOM; rpe mo>xho 6bijio 6bi paTb noppnp 6e3 nepepbma chmcJ)ohhh 
B eTxoBeHa, My3bixy Baraepa, Baxa, IUy6epTa h T.p., ii rpe Bee peTH motjih 6bi 
T aHpeBaTb? 

[IIucbMO k Aezycmuny ffynxcmy] 

ii 3pecb, b HacToaipee BpeMn nornoipeHa pa6oTOH, Becb peHb, Bbi6Hpan TanaHTJiHBMx 
peTeii H3 coTeH h cotch, xoTOpbie nopajiH 3anBJieHHe. Bmtjhipht Tax, xax 6ypTO Bee peTH 
b Pocchh 3axoTenH npnexaTb b 3Ty rnxojiy, h oneHb TporaTejibHO BppeTb pBeHne sthx 
peTefi, h hx jxenaHHe y3HaTb hto-to xpacnBoe. ii pyMaio, hto, b xoHpe xohpob, y Hac 
Tenepb ecTb o6eipaHHan nixona. ii paio npepcTaBJieHHe 7-ro Hon6pn, b Bojibhiom 
O nepHOM TeaTpe pun xoMMyHHCTHHecxoii aypHTopHH: IUecTyio chm(J)ohhk) h 
C naBHHcxHH Maprn BaHxoBcxoro. YcjiOBHa 3pecb H3MeHHJiHCb; Bee MecTa b TeaTpax 
Tenepb njiaTHbie. Moh xoHuepT 6ypeT epHHCTBeHHOH pa6oTOH, xoTOpan paeTcn stoh 
3hmoh 6ecnjiaTHO pun mopeix ii npo6buia 3pecb 3 Mecapa; y Hac ynce ecTb nixona c 
PByMn cTypnaMH, b po30BOM oxpace opHa, h cHHaa - c 3aHaBecaMH, xoTopbie a npHBe3na 
H3 IlapHJxa. Y Hac ecTb xpOBara jpia CTa peTen, a no cocepcTBy 6 ojibhioh 3an, rpe a 6ypy 
yHHTB naTBCOT peTeii xa>xpbiH peHb. 

Yjihhbi MocxBa ceropHa - xapmHa H3 necHH «OTxpbiTaa flopora» YojiTa YnTMeHa. Oh 
6biji nepBMM 6onbmeBHxoM. ii HHxorpa He ycTaBajia ot TOJinbi Ha yanpax. TfCHBonnceu 
Harneji 6 bi npexpacHbie bo3mo>xhocth 3pecb - 5 xh3hb h hbct b 6ojibhiom MacniTa6e. 
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CTaiixeH 6 biji 6ti BHe ce6a ot papocTH. Bbi pojmchbi CKa3aTB eMy, hto6bi oh npnexaji 
ciopa. 

TeaTpajiBHaa >kh3hb b Mockbc nBjuieTCJi caMoii nporpeccHBHOH h HHTeHCHBHoii. Ectb 
PBa hjih TpH XyponcecTBeHHBix TeaTpa c t3khmh cjiyrypHCTHHecKHMH HpenMH, hto pance 
CTaHHCJiaBCKHH KanceTCII POBOJIBHO CTapOMOAHBIM, HO OH - BCe eipe CaMBIH BeJIHKHH 
xyponcHHK H3 Bcex. B neTBepr hohbio mbi yBHpejiH CajiOMeio Ocxapa YanjiBpa b 
KaMepHOM TeaTpe, rpe ohh nojiaraioT, hto KancpBiii aKTep pojinceH 6bitb TamjopOM, 
neBH,OM, aKTepOM naHTOMHMBI. Ohh HMeiOT CHM<j)OHHHeCKHH OpKeCTp, H OpHOBpeMeHHO 
MoryT TaHpeBaTB, neTB, peKJiaMHpOBaTB, - Bee b ophom. OcfxjieKT hcckojibko KHTaiiCKHH, 
tojibko 6e3 KHTaiiCKOH (J)aHTa3HH. npexpacHBie HBeTa, cjiopMBi, 3aMeHaTejiBHBie CBeTOBBie 
3(J)(J)eKTBi, OTHOCHTejiBHO KpacHBBie Tena; epHHCTBeHHoii kphthkoh, KOTOpyio x Mory 
paTB, HBJMeTCH OTcyTCTBHeM tohkocth h BOo6panceHHH, h Bee cjiepyeT 6ojiee H3BHe, neM 
H3HyTpH. TaKnce ecTB npoTHBOpenne Mencpy CHMBOJiHHecKHM ncecTOM h hhbimh 
MOMeHTaMH nojiHoro peajiH3Ma - Kaic Torpa, Korpa CajiOMen BBirapaeT non tojioboh 
HoaHHa KpecTHTenn. pemnna, hto ohh He coBceM 3HaioT, hbjuuotch jih ohh 
CHMBOJIHCTaMH HJIH peaJIHCTaMH, HO X BOCXHTHJiaCB OTpOMHBIM o6bCMOM pa 60 TBI H 
yCHJIHUMH, KOTOpBie OHH, OHeBHpHO, npHJI05KHJIH. 3t0 3aMeHaTeJIBHBIH apXHTeKTypHBIH 
TeaTp, nocTpoeHHBiH b tom nee MacnrraGe, xax Eenpyr.... Ho x He opo6pmo 3peiHHHH 
o6BinaH OTHyncpeHHn ny6jiHKH; - 3to pejiaeT cjihihkom 6ojibhihm pa3pejieHHe Mencpy 
aKTepaMH h ny6jiHKoii. MHe xanceTcn, Hao6opOT, cjiepyeT pa6oTaTB b HanpaBJieHHH 
TeaTpa, rpe ny6nHKa 6ypeT ynacTBOBaTB Bee 6ojiBme h 6ojiBme b HcnojiHeHHH, h pance b 
B03M0>KHBIX OTBeTHBIX peaKHHHX, B neHHH XOpOB H T.p. HyQjIHKa 3peCB KanceTCH COBCeM 
MepTBOH, h Ha pa3JiHHHBix KOHuepTax, Ha KOTOpBie x Taxnce xopnjia, x TipeTHO HCKana 
BeJIHKOTO 3HTy3H33Ma ny6jIHKH, HTO 6bIJI PO BOHHBI. A BepB 3HTy3Ha3M ny6jIHKH 
neooxopHM, hto6bi paTB >kh3hb xyponcHHKy. 

Mbi ynce HMeeM rnecTB aMepHKaHCKHx yneHHKOB, TpH aHTJiHHCKHx h pBa cf)paHiiy3CKHx 
yneHHKa, Tax hto bbi BHpHTe, - niKOJia nBJineTCii MencpyHapopHoir 
[IlucbMO k CoeemcKOMy npaeumejibcmey] 

3thm neTOM pera Moeii ihkojibi, KOTOpBie >khjih h yHHJiHCB 3pec& b TeneHne 3-x neT, b 
caMBix TpypHBix o6cTonTejiBCTBax, 6oppo bbihoch ncH3HeHHBie TpypHOCTH, npoBenn 
o6ipee co6paHHe h peuinjin, hto, HecMOTpn Ha to, hto ohh He hmcjih MaTepnajiBHBix 
6oraTCTB jho6oto popa, ohh Bcerpa nyBCTBOBajiH noTpe6HOCTB paTB CBoe HCKyecTBO 
ppyrHM. Ohh peninjin, hto ohh co30ByT co6paHne tbichhh peTeii paGonnx h HaynaT hx 
HcKyccTBy, KOTOpoe pajio caMO ce6e HOByio 5 kh3hb KpacoTBi. 

Co6paHHe npoxopnjio Ha 6 ojibhioh cnopTiiBHoii apeHe KpacHoro CTapnoHa, bo rnaBe 
KOTOpOTO HaXOAHTCH TOBapHip HopBOHCKHH. C nOMOipBIO TOBapHipa HopBOHCKOTO 6 bIJIH 
0praHH30BaHBi KJiaccBi, h KancpBiH peH& nocne o6epa, b TeneHHH 3-x nocjiepmix MecnueB 
3 toto JieTa, Ham xpa6pBiii He6ojiBinoH KJiacc H3 copoxa nenoBeK, o6ynaji TaHpeBaTB 
cothh peTeii. 

^era, KOTOpBie npnexajiH Ha nepByio BCTpeny, 6jiepHBie h cjia6Bie, kto CHanana mot epBa 
jih hath hjih npBiraTB, hjih nopHiiTB pyKH k He6y, npeo6pa3HJiHCB nop BJiHHHneM 
B03pyxa, cBeTa, My3BiKH h papocTH TaHpa, npenopaBaeMoro hm HaniHMH iohbimh 
mioHepKaMH. Hx koctiomom nBjnmacB npocTan TyHHKa 6e3 pyKaBOB h pocTaioipan tojibko 
po KoneH. 
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/],BH5KeHHe - A3BIK, CTOJIb >Ke CHJIBHBIH H Bbipa3HTeJIBHBIH, KaK H CJIOBa. 31 He MOrJia 
06bHCHHTB 3THM AeTHM CBOH ypOKH B CJIOBaX, HO X rOBOpHJia C HHMH A3BIKOM ABH>KeHHH, 
H OHH, HX OT3BIBHHBBIM ABH5KCHHCM, nOKa3BIBaJIH MHe, HTO OHH nOHHJIH. 

"/],eTH, nono>KHTe pyKH 3Aecb, KaK h x, Ha rpyAH, nonyBCTByiiTe >kh3hb BHyTpn ce6x; 3to 
ABHJKeHHe 03HanaeT HEJIOBEK - h acth xopOM OTBerajiH: "Chelovek"; a TenepB, 
noAHHMHTe pyKH MeAJieHHO BBepx h Hapyncy k He6y, sto ABHnceHne 03HanaeT 
BCEJIEHHA3I; - ,3,eTH xopOM, "Vselennaya". Eto3BOJibTe BaniHM pyxaM ynacTB mcajichho 
bhh3 Ha 3EMJ1K) - h xop oTBeraji "Zemlia". Tenepb, npOTHHHTe pyKH ko MHe b jiioSbh, 
3to 03HanaeT TOBAPHIH, - xop, "Tovarisch"". 

31 Ha 6 jnoAajia sth cothh TaHpyiomHx AeTeii. HHor^a ohh HanoMHHajiH none KpacHbix 
MaxoB, KanaioHinxcn Ha BeTpy, b flpyrnx cjiynanx, bh rx hx, MnamHHCH BnepeA BMecTe, 
Kanc^BiH nyBCTBOBan, hto ohh 6bijih opAOH mojioamx bohhob h aMa30H0K, totobbix 
cpancaTBcn 3a HAeanbi HoBoro Mnpa. 

Ho Jiynme Bcero 6biji 3HTy3na3M h cnacTbe cbmhx AeTen - KaK hm HpaBHJiocb oSpaipaTb 
CBoe cepAPe h Ayniy b KpacnBoe ABHnceHHe; h xor^a k Tamjy 6 biJia AoSaBJieHa necmi, 
Ka3anocB, hto Bee hx cymecTBO 6bijio hoahhto b BOCTOpre nojiHBix h pa^ocTHbix phtmob 
MOJIOflOCTH. 

31 c noHTeHHeM, xony AOHecTH ao Barnero CBeACHHH, hto moa imcojia HBJineTCH 
eAHHCTBeHHBIM XyAOtfCeCTBeHHBIM flOCTHnceHHeM, C(f)OpMHpOBaHHBIM npH KOMMyHH3Me, 
KOTOpan nocTonHHO, nepe3 Memi h nepe3 mohx yneHHKOB, npoSync^aeT bo Bcex ropo^ax 
Pocchh cepfleHHBin, noflJiHHHBiH 3HTy3H33M pa 6 oHHx, hx >xeH h hx AeTeii. 31 TaHpeBana 
CHanana b OAHHOHKy, a noTOM h c mohmh yneHHicaMH rjix maxTepoB b Eaxy b hx 
coScTBeHHBix TeaTpax h jijix hx AeTeii; jijix KOMMyHHCTOB bo Bcex TeaTpax Pocchh, h jijix 
AeTeii JIchkhckoto TocyAapcTBa [hcm. Lenn Staat] 3a npe^eJiaMH KneBa, He OAHancABi, a 
mhoto pa3, 6 e 3 B 03 Me 3 flHo; h Bee 3to BpeMn x onjiaHHBana cboh pacxoABi c Moero 
nacTHoro SaHKOBCKoro cneTa, BbipyHeHHoro ot npoAancH Moeii coSctbchhocth bo 
CppaHHHH. 

31 6biJia BBiny>Knena noKHHyTB 3Ty IIlKOJiy H3-3a OTcyTCTBim KaKOH-nnSo noAAep>KKM co 
CTOpOHBi CoBeTCKoro npaBHTejiBCTBa BOo6ipe, b to BpeMn Kax x BHflena ^pyrne hikojibi, 
KOTopbie He noAHHMajiH HHKaKoro 3HTy3na3Ma cpeAH pa6oHHx, h hbh TeHAeHHHH 6bijih 
OTKpOBeHHO He3AOpOBBIMH H ^eKa^eHTCKHMH, HO KOTOpBie SblJIH nOAAep>KaHbI 3THM 
npaBHTenBCTBOM, TeM caMbiM, KOTOpoe OTKa3ajiocb noMOHB MHe b Moeii paSoTe. 

Kor^a flera Moen IUkojibi TaHpeBajiH nepeA pa6oHHMH, Te BCTaBanH h KpHnann ot 
pa^ocTH, h noneMy? noTOMy hto, moh acth caMH 6 bijih astbmh pa6oHHx, h noTOMy, hto 
x HayHHJia hx BbipancaTb, b npocTbix h ecTecTBeHHBix ABHncemnix, repOHnecKyio 6opb6y h 
H fleaJIBI, KOTopbie pO)KAaJIHCb B HX KpOBH. nOSTOMy KanCABIH paSOHHH MOT nOHHTB HX 
HcKyccTBo, h £OKa3aTejiBCTBO 3flecb to, hto mom niKOJia, Tenepb TaHpyioHian b Karrae, 
cpa3y 6biJia nomrra h npn3HaHa KHTaiicKHMH pa6oHHMH. Ohh BBipa3HJin ncenaHne 
npeno^aBaTB stot TaHeu cbohm actum. 

nncbMO 06 3tom - 3to nepBoe cjiobo, KOTopbie x ycjibimajia o niKOJie b TeneHHH 
nocjieflHHx 6 MecnueB h nepBoe H3BecTne, KOTOpoe x nonyHHna b Kmae. 31 xony 
B03pa3HTB, HTO 3Ta IIlKOJia, KOTOpyK) X C03AaJia, ncepTByn MOHM COCTOHHHeM H TaKnce 
jihhho, h Snaroflapn KOTOpoii x 6 bina ecTecTBeHHO SoiiKOTHpOBaHa bccmh cbohmh 
6bibhihmh Apy3BHMH h 3pHTenHMH b EBpone, Tenepb /jonncHa y hth H3 noA Moero 
KOHTpojw b pyKH HacTHbix cneKyjiHHHH. Te ncepTBbi, KOTopbie x nepeHecna, x CAenajia c 
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yAOBOJiBCTBHeM, 3a Aeao napo^a; ho Kor^a fleao aoxoaht sxcnjiyaTauHH Moero Tpy/ia 
nacTHoii oprammuHeH, 6e3 Moero coBeTa - h a npOTecTyio! 3 to - 3xcnjiyaTaii,mi Moero 
HCKyccTBa, KOTOpoii x He Moraa OKH^aTB, nojiaran, hto riiaBHoe HaMepeHHe Moero 
BH3HTa B POCCHK) COCTOflJIO B TOM, HTOStl y6e5KaTb OT Been TaKOH 3KCnJiyaTaHHH 
HcKyccTBa, 3a KOTOpoe CoBeTcxan Pocchh ocyzpuia EBpony b 1921 ro^y. 

ToBapHm, JlyHanapCKHH nncaji o Moeii niKOJie: "Ance^opa /JyHxaH xoTejia ^aTb 
ecTecTBeHHoe h KpacHBoe o6pa30BaHHe xaix,noMy peSeHxy. Eyp>xya3Hoe oOipecTBo, 
OflHaxo, He noHHMano stoto h BbicTaBjnmo ee yneHHxoB Ha cueHe, hto6bi 
3KcnjiyaTHpOBaTb hx 3a AeHbrn. Mbi 3HaeM, xax .nencTBOBaTb no-ApyroMy". 

61 cnpaiHHBaio, xor^a? 

1921-1927. 


PA3MLIUIJIEHIM, nOCJIE MOCKBBI 

—Isadora Duncan, The Art, pp. 116-120. Reflections, after Moscow. 

Bbi npocHTe Memi ^aTb cboh BneHaTJiemni o CoBeTCxoil Pocchh. Bbi jierKO noiiMeTe, hto 
H e Bee JiioflH, miByiipie b Pocchh, bh^ht o/pniaxoBO coObithh TaM npOHexoflHmHe. 
HcTHHHbie KOMMyHHCTbi, Te, KOTOpbie H^yT Ha KpaHHHe Mepbi, ncejian BH^eTb paBHbie 
bo3mo)khocth h CHacTbe j\jix Bcex, Ha caMOM flejie, ncenaioT BH^eTb ^Bepb OTxpbiToil jpix 
TpyzpimHxcH oynymero; b to BpeMH xax 6yp>xya, HMea b nponuiOM OjiaronojiynHyio 
>KH3Hb B 3TOHCTHHHOH 6e30naCH0CTH H KOM(J)OpTe, MOTyT H XOTHT BH^eTb TOJIbKO Te 
H3MeHefflM, HTO OHH Ha3bIBaiOT "kOHCH POCCHH". 

Bcer^a BejiHKHe apTHCTbi hmcjih 3Ty MenTy: co3flaBaTb CBoe HCKyecTBO jijix Bcero 
HeHOBenecTBa, pnx jikdach. K eoncajieHHio, jpix Harnero BpeMeHH, 3Ta MenTa He MonceT 
CTaTb peajibHOCTbio, noTOMy hto b xa»c,noH CTpaHe, r^e OHa MonceT 6 bitb peajiH30BaHa, 
ohh HMeiOT nepe^ co6oh Bcer^a Bee Ty >xe nySjiHxy, xoTOpaa cnocoOHan ynjiaTHTb 
Tpe6yeMyio HeHy 3a xopomne MecTa. Bee CTy^eHTbi h Te, kto noSe^Hee, - Te, nen ^yx 
npH3bmaeT hx k npexpacHOMy, - noHTH nojiHOCTbio jiHmeHbi bo3mo>xhocth BH^eTb 
paSoTbi apTHCTa; jih6o, ecjin HHor^a ohh /jeHCTBHTejibHO nojiynaiOT ynoBOJibCTBHe 
HacnajK^aTbca hm, to ohh ^ojihchbi CH^eTb Ha rajiepKe, Ha "HerpHTHHexoM He6e", r^e 
axycraxa oSbihho oneHb njioxa h bha Ha cueHy HcxanceH. 

61 Bcer^a BOJiHOBajiacb no 3TOMy noBO^y. Hmchho nosTOMy, b HaAOK^e yBH^eTb, hto 
moh MenTa, HaxoHeii,, cTaHOBHTca peajibHOCTbio, x noBepHyjiacb b CTOpOHy Pocchh, Kor/ja 
CoBeTCKoe npaBHTejibCTBO 3aaBHJio, hto oho coSnpaeTca otkpbitb TeaTp BceM jiioahm. 

B 1905 cony b EepjiHHe x y>xe nonpoOoBajia sxcnepHMeHT npeflOCTaBJieHHH KOHuepTOB 
jpix paOoHHx. 3 th onbiTbi 6 bijih BecbMa ycneniHbiMH. 61 Hanuia cpe^H sthx npocTbix 
jiKD^eH TporaTejibHyio oueHKy, xoTOpan ;ioxa3biBajia, hto x npHHecjia b hx 5xh3hb hobbih 
onbiT cBeTa h KpacoTbi. 

3to 6biJio Tor^a, Kor^a x ocHOBajia b EepjiHHe niKOJiy, OecnjiaTHyio pnx ^eTeii 
TpyzpimHxcH. Moil njiaH coctohji b tom, hto6bi pa3BHTb HeOojibmyio rpynny yHeHHKOB, 
KOTOpbie nOjT/Kiibi no3>xe CTaTb yHHTejiaMH juih MajibHHKOB h HeBoneK H3 paoonero 
KJiaeea. 

Hh o^ho npaBHTejibCTBO He npH 3 Hano ueHHOCTb Moeii niKOJie, hjih KpacoTy Moen H^en. 
^ajxe moh yneHHKH, nepe 3 HexoTOpoe BpeMH, 6bijih Tax npeo 6 pa 30 BaHbi oOyneHneM, 
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KOTOpoe x p ana hm, hto ohh HanajiH cHHTaTB ceoa caMBiMH TajiaHTJiHBBiMH apracTaMH, 
TaK, hto ohh 3a6tuiH cbok) mhcchk) h noKHHyjiH rpynny, hto 6 bi cjiepoBaTB 3a 
HMnpecapno, KOTOpBie 6 bijih totobbi 3KcnjiyaTHpoBaTB hx h 6paTB hx b KOHuepTHBie 
TypBi no BceMy MHpy. 

Ilocne nHTHappaTH jieT paEoTBi h 3a6oTBi, x oSHapymuia, hto x pojimia HannHaTB 
pernaTB cbokd 3apany cHOBa h CHOBa. Opm tojibko MOJiopan peByniKa 6&ma BepHa MHe, 
npepnoHTu ocTaTBCH BepHoi! TeM HapejKpaM, hto x BJiomuia b Hee. OHa nocjiepoBajia 3a 
mhoh b MocKBy, rpe OHa cennac HaxopHTCn, HanpaBjnra moio niKOJiy jijix paEoHHx. 

JIioflH HHKorfla He noHHMajiH moio HCTHHHyio uejiB. Ohh pyMajin, HTO X XOTeJia 
c(J)opMHpoBaTB Tpynny TaHpoBipHKOB, hto 6 bi BBicTynaTB b TeaTpe. Kohchho, hhhto He 
6 bijio Tax 6onee pajieKO ot mohx MBicjieii. ^ajiexaa ot jKejiamni totobhtb TeaTpanBHBix 
TaHpopOB, x tojibko HapeimacB oSyHHTB b Moeii niKOJie onpepejieHHoe KOJinnecTBo peTeii, 
KOTOpBie noepeflCTBOM TaHH,a, My3BIKH, n033HH H neCHH BBIpa3HJIH 6 bI HyBCTBa JHOfleil, c 
H3HmeCTBOM H KpaCOTOH. 

Ybbi! IIoTpeSoBanocB oneHB KOpOTKoe BpeMn, hto 6 bi y3HaTB, hto x He Mory bbihojihhtb 
3Ty pa6oTy 6e3 nocTOpOHHeii noMOipn; h x pojimia SBiJia HaiiTH npaBHTejiBCTBO, 
^ocTaTOHHO npocBeipeHHoe, hto 6 bi no,zmep>KaTB 3to. noexajia nocjiepoBaTejiBHO b 
AMepHKy, OpaHHHio, Ahtjihio, rpemiio, h hh opHa H3 sthx CTpaH He npepocTaBHJio MHe 
noMOipB. Bnojme ecTecTBeHHO, hto x pojimia 6Bina oEpaTHTBcn k CoBeTaM, Korpa ohh 
oEbhbhjih o njiaHe cospamni TeaTpa, SecnjiaTHoro jijix Bcex. He 6 bijio jih 3to mohm 
eAHHCTBeHHBIM CnOCOEOM, MOeil yHHKaJIBHOH B03M05KH0CTBK) C03paTB CBOK) IHKOJiy 
npaKTHnecKH? 

B 1921 x nojiarajia, hto mom Menra peiicTBHTejiBHO oEpejia cfiopMy, nocKOJiBKy npn 
npH 6 BITHH B MocKBy X HaiHJia, HTO TeaTpBI, Ha eaMOM AeJie, OTKpBITBI JIJIX Bcex, H 
3anojiHeHBi pa 6 oHHMH Ha Ka^xpoM cneKTaKJie. Co CBoen ctopohbi, x jjajia hcckojibko 
KOH pepTOB nepep TBicunaMH SepHBix jnopeii. Y Memi SBiJia papocTB aScojuoTHoro 
BBipa>KeHHH. BnepBBie b Moeii apTHCTHHecKoi! KapBepe, MHe Ka3ajiocB, hto roprooHT 
paeiHHpHJICH. 

3Ta HapoKpa pjiHJiacB Hepojiro, TaK Kax b 1922 ropy, c H3MeHeHHeM nojiHTHHecKoro 
KOHTpojra, Bee MenTBi apTHCTa uaBXTb HCKyecTBo EecnjiaTHO jijix pa6oHHx HCHe3JiH. TeaTp 
CHOBa cTaji KOMMepnecKHM npepnpHUTHeM. Xoth KOHuepTBi 6 bijih cboSophbimh, MHorne 
apTHCTBi )KajiOBajiHCB, hto paEonne He noHHMaiOT npoH3BepeHHn EeTxoBeHa, h hto He 
nOHHMail HX, OHH 6BIJIH He B COCTOHHHH CJiyHiaTB HX THXO. 3t0 np0H30HIJI0 
HCKJHOHHTeJIBHO H3-3a CJIHHIKOM pe3KOTO H3MeHeHHH O0pa3a HX 5KH3HH OT XaTOp)KHBIX 
paSOT, K eaMBIM BBICOKHM BepiHHHaM HCKyCCTBa. Hto 6 bI pa3BIITB BKyC pa 60 HHX, 
HeoExo^HMO HanHHaTB c caMoro Hanajia - to ecTB, c peTBMH. 

/JeTH MOeil HIKOJIBI, B B03paCTe 4 HJIH 5 JieT, HT 06 BI HayHHTBCH pBHTaTBCH B rapMOHHH c 
pHTMaMH IUySepTa hjih MopapTa, hjih b MeHysTax EeTxoBeHa, npHoSpeTaiOT nocTeneHHO 
H 6e3 yCHJIHH BKyC K 3TOH My3BIKe; H C npiIpOAHBIM HHCTHHKTOM OHH yHaTCfl HyBCTBOBaTB 
pa3JiHHHe MOKpy npeBoexopHoi! My3BiKOH h My3BiKoii njioxoii. 

J\jix hhx, KpOMe toto, HacTO npOBopuTCn noceipemni My3eeB, rpe hm noMoraiOT 
oEBHCHefflMMH, H OHH OHeHB EBICTpO nOHHMaiOT 6jiaTOpOpCTBO eTHneTCKOH, rpeneCKOH 
HJIH COBpeMeHHOH CKyjIBnTypBI. HeH3MeHHO, no HX B03BpameHHK) B IHKOJiy, OHH 
nBITaiOTCa B0CC03paTB pa3JIHHHBie pBH)KeHHH CKyjIBnTypHBIX (J)HTyp, H HaCTO OHH 
HaxopKT hto-to oneHB KpacHBoe TaxHM o6pa30M. Ejiaropapn 3TOMy e>KepHeBHOMy 
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o6yneHHK) CKpoMHtie ^era paOoHHx caMH CTaHOBHTcn npoH3Be,neHHH HCKyccTBa, 
KOTOpBie HX pOflHTeJIH MOryT nOHHTB, H Hepe3 Koro OHH MOryT y3HaTB h jiioShtb to, hto 
ecTb KpacoTa h ronmecTBO - o/jhhm cjiobom, to ecTb onbiT HcxyccTBa. 

06pa30BaHHe mojio^okh nBJineTcn eflHHCTBeHHBiM cnocoOoM, hto6bi npHBHTB paOoneMy 
KJiaccy BKyc h noHHMaHne. 3to o^Ha H3 bcjihkhx hcthh, neMy HeB03M0neH0 HayHHTB 
peSemca c noMomBio cjiob, to 6 yp,QT nerKO y3HaTB nepe3 n3biK flBHneeHHH. ne^arorn 
pe^KO noHHMajiH Heo6xo,HHMOCTB TpeHHpoBKH Tena peSemea. HeMeuxan h HiBeflCKan 
THMHacTHKa npe^nojiaraeT tojibko pa3BHTne MycxynoB; ohh npeHe6peraiOT npaBHJiBHBiM 
cooTHomeHHeM Kyxa h Tena. npHinma b xanecTBe ochobbi fljin Moero npenoflaBaHHH, 
hto peSeHKy HHKorfla HejiB3n ^aBaTb ABHneeHHe, KOTOpoe, b to nee BpeMn, He Sbijio 6bi 
BbipanceHHeM /ly iin i. Pe6eHOK flOJineeH TaHueBaTb Tax nee ecTecTBeHHO, xax pacTeT 
pacTeHHe. BHyTpeHHnn CHJia ^ojineHa bbihth Ha noBepxHOCTb h HaiiTH CBoe BbipaneeHHe. 
Ho b coBpeMeHHoii THMHacTHKe Bee Hao6opOT: CHJia H3BHe HanpaBJineT ^BHneeHHe no# 
KOHTponeM bojih. Kane^oe neHBOTHoe b npHpofle ^BHneeTcn b rapMOHHH c yHHBepcanbHbiM 
pHTMOM. H TOJIBKO HeJIOBeHeCKHH peSeHOK HaXOflHTCn nOA KOHTpOJieM HeeCTeCTBeHHBIX 
ABHneeHHH. 

C MOMeHTa ocHOBaHHn Moeii tti kojtbt b 1905 ro/iy, noBceMecTHO, no BceMy MHpy, 6bijih 

C(J)OpMHpOBaHBI TBICHHH IHKOJI, KOTOpBie KOnHpOBaJIH - HJIH flyMaJIH, HTO OHH 
CKonnpoBajiH - moio CHCTeMy. Bee ohh c,nejiajiH o^Hy (JiyH^aMeHTajiBHyio omnSKy: Y 
MeHn HeT cHCTeMBi. Mon eflHHCTBemian uejib h Moe eflHHCTBemioe ycnjine cocTonjin b 
tom, hto6bi npHHyflHTB peSemea Kane^Biii AeHB pacTH h ^BHraTBcn cornacHO 
BHyTpeHHeMy HMnyjibcy; to ecTB, b eooTBeTCTBHH c npnpoflOH. Ho Bee 3th ihkojibi 
c^ejiajiH THnHHHyio ornnOKy pacceneHHn flBHneeHHH peSemea, h yKna^BiBaHHe flBHneeHHH 
b reoMeTpHnecKHe y3opbi, bmccto toto, hto6bi ho3bojihtb BceMy ecTecTBeHHOMy 
H3nmecTBy h OHapoBamno nepeiiTH k caMOBbipaneeHHio. 

Hmeaieoe HCKyecTBO, aHTHHHoe hjih coBpeMeHHoe, He 6bijio b cocTonHHH noxasaTB Bee, 
neM MoneeT 6bitb HejiOBex, xor^a oh b^oxhobjich caMBiMH bbicokhmh ycTpeMJieHHnMH, c 
tohkh 3peHHn jib n nee min. 0,hhh tojibko YnjiBnM Ejishk na.n yieasamie 06 stom. Y Ilnurne 
6 bijio BH^eHHe stoto, nocKOJiBKy oh oSpaTHJicn ko BceMy HejiOBenecTBy b CTpocfiax o 5-ii 
chmcJiohhh BeTxoBeHa. TeM He MeHee, 3to BH^eHne He nBJineTcn HeB03MoneHBiM ajm 
noHHMaHHn, noTOMy xax n BH^ejia MajieHBKHx ^eTeii b Moeii niKOJie, KOTOpBie no# 
BnenaTJieHHeM My3BiKH, OTSpacBiBann Bee MaTepnajiBHoe h ^BHrajiHCB c KpacoToii 
HaCTOJIBKO HHCTOH, HTO OHH flOCTHTJIH BBICHieTO BblpaneeHHn HeJIOBeHeCKOTO eymeCTBa. 
Ho ajm ^ocTHneeHHn 3toh bbicotbi, TaHeu He MoneeT paccMaTpHBaTBcn b KanecTBe 
pa3BJieneHHn hjih xax BBicTaBKa Ha cHeiie nepe^ ay^HTopHeii, neane^ymeii ceHcaHHH. ,3,0 
toto flHn, Kor^a TaHeu CTaHeT cnocoOoM BblpaneeHHn h coBepmeHCTBOBaHHn Mace, oh 
Sy^eT ocTaBaTBcn tojibko CBoero po^a THMHacTHKOH, oTKpoBeHneM ajm 
nOCpeflCTBeHHOCTH. 

B MocKBe n paOoTana b TeneHne pejioro jieTa c cothhmh ^eTeii paOoHHx. Hx ypoKH 
6bijih ashbi nofl otkpbitbim He6oM. B KOHue ce30Ha pe3yjiBTaTBi xypea 6bijih 
AeilCTBHTeJIBHO Hy^eCHBI. JIlOflH npHXOflHJIH CO Bcex KOHHOB TOpO^a, HT06bI yBH^eTB, KaK 
Aera TaHpyiOT h noiOT. Ybbi, Kor^a HacTynnjia 3HMa, n 6biJia BBiHyneAeHa OTKa3aTBcn ot 
paSoTBi, He HMen .ziocTaTOHHO Oojibihoh cTyzpiH, h, npene^e Bcero, He HMen HHKaKoii 
B03M0neH0CTH oOecneHHTB TpeSyeMoro oOorpeBa noMemeHHn. Bbijio rpycTHO bh^ctb 
pa3onapOBaHHe h OTnanHHe ^eTeii, KOTOpBie HanajiH neHTB hoboh h 6ojiee npeKpacHoii 
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>KH3HbK) b hx TaHpe. TeM He MeHee, to, hto x c^ejiajia gxx Pocchh, x roTOBa HanaTB 
AejiaTB CHOBa gxx jiioSoh Apyroi! CTpaHBi, npaBHTejiBCTBO KOTOpOH AacT MH e 
Heo6xoAHMyio noMoniB. 

/],eHB npHxoAHT, Kor^a OojiBHian MOKAyHapOAHan niKOJia fleTefi, r^e 6y^eT 6onee 
cnpaBeflJiHBaa KOHuenuHn >kh3hh, OTKpoeT ABepn SyAymero gxx hoboto HejiOBenecTBa. 
3Ta niKOJia, KOTOpyK) x xoTejia ocHOBaTB b TeneHne 20 neT, B03HHKHeT, Ha hto x Ha^eiocB 
C yBepeHHOCTBK) nOCTOflHHO B03paCTai0HieH. 

1927. 


il BH^Cy TAHIjyiOmyK) AMEPHKY 

—Isadora Duncan, The Art, pp. 47-50.1 see America Dancing. 

B 0,Z],HH H3 ero momchtob npoponecKOH jho6bh k AMepHKe Yojit YnTMaH CKa3an: 

"A cjiBimy neHHe AMepHKH", h x Mory npeACTaBHTB ce6e MorymecTBemiyio necHio, 
KOTOpyio Yojit cji&miaji, ot BcnjiecKa Thxoto OKeaHa, nag paBHHHaMH, bocxoaom 
TOJIOCOB OTpOMHBIX XOpOB fleTCH, nOApOCTKOB, My)KHHH II >KeHIH,HH, nOIOIH,HX Ogy 
J],eMOKpaTHH. 

Kor^a x nponmajia 3 to CTHxoTBOpeHHe, y Memi TO>Ke 6 bijio BHAeHne: BHAeHHe 
AMepHKH, TaHiiyiomeii TaHeu, kotopbih 6&iji 6bi aoctohhbim BBipaiKeHHeM necHH YojiTa, 
KOTOpaa npo3Bynajia, Kor^a oh ycjiBimaji neHHe AMepHKH. 3Ta My3BiKa OyAeT hmctb 
pHTM, CTOJIB )Ke 6OJIBHIOH KaK BOJIHHCTOCTB, pa3MaX HJIH KpHBBie JIHHHH CKaJIHCTBIX TOp. 
3 to He 6y^eT hmctb Hunero oSipero c HyBCTBeHHBiM KOJieSaHHeM ^jKasoBoro pHTMa: 3 to 
S y^eT BnOpaHHK aMepHKaHCKoii flyrnn, pBymeiiCK BBepx nepe3 TpyA k TapMOHHHHoii 
>kh3hh. TaHeu, hto x npeACTaBHJia b BH,neHHH, He Sy^eT hmctb hhk3khx OojiBine 
nepe>KHTKOB (J)OKCTpOTa hjih napjiBCTOHa - CKOpee, 3 to Sy^eT >khboh np&DKOK peOemca, 
npBiraiomero k BBicoTaM, k cBoeMy OyAymeMy SjiaroycTpOHCTBy, k HOBOMy BejiHKOMy 
BHfleHHIO 5KH3HH, [3TO 6y^eT TaHeH,,] KOTOpBIH BBIpa3HT AMepHKy. 

3to nacTO 3acTaBJHuio Memi yjiBiOaTBcn, ho hcmhoto ropBKO, Kor^a jhoah Ha3BiBaiOT moh 
TaHeu rpenecKHM. IIocKOJiBKy x cHHTaio ero npoHCxoiKAeHHe b hctophkx, kotopbix mok 
HpjiaH^CKaK 6a6yimca nacTO paccKa3BiBajia HaM o nepeceneHHH paBHHHBi c fleAyuiKoii b 
1949 b KpBiToii noB03Ke - eii 6&ijio BoceMHaApaTB, eMy ABaApaTB oahh toa; h KaK ee 
nepBbin peSeHOK 6biji pOK^eH b TaKOM cf)yproHe, bo BpeMK 3HaMeHHToii Ohtbbi c 
KpacHOKO)KHMH. Moil AeAynuca, Kor^a hhachubi 6bijih OKOHnaTejiBHO OTnyrHyTBi, 
npocyHyji rojiOBy b ABepB cf)yproHa, c go chx nop abimmahmck micTOJieTOM b ero pyKe, 
hto6bi npHBeTCTBOBaTB cBoero hobopoikachhoto peOeHKa. 

Kor^a ohh AoOpajiHCB CaH-OpaHHHCKO, moh AeA nocTponji oahh 113 nepBbix 
AepeBKHHBix aomob; h x noMHio, kotab x 6biJia MajieHBKoii a^bohkoh, to noceipajia stot 
)K e caMbiii aom, h moh 6a6yuiKa, BcnoMHHan HpjiaHAHio, paHBiue nacTO nejia npjiaHACKne 
necHH h TaHpeBajia npjiaHACKne a^khth; tojibko MHe Ka^KeTCn, hto b 3th npjiaHACKne 
A5KHTH 3aKpajiacB nacTB repOHHecKoro Ayxa IlepBoro nocejieHH,a h cpa>KeHHH c 
KpaCHOKO)KHMH - BepOKTHO, HeKOTOpBie JKeCTBI eaMHX KpaCH0K05KHX, H, CHOBa, HCMHOTO 
^Ihkh ^yAJi, KOTAa nouBHJicii AeAyniKHH hojikobhhk ToMac rp3H, BepHyBiHHHCK aomoh c 
rpa)KAaHCKOH bohhbi. Bee 3to 6a6yuiKa TaHu,eBajia b HpjiaHACKoii A>KHre; h x y3Haji ot 
H ee [stot TaHeu,], h BJio>KHJia b Hero Moe coOcTBeHHoe cTpeMJieHne mojioaoh AMepHKH, h, 
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HaKOHeu,, Moe Sontmoe ^yxoBHoe OTKpoBemie 5kh3hh ot ctpok YojiTa YHTMeHa. H sto 
ecTb Hanajio, Tax Ha3bmaeMoro, rpenecKoro TaHpa, KOTOpbiM a HaBopmuia MHp. 

3to 6biJio HananoM, KopHeM. Ho BnocjiepcTBHH, no npnSbiTHio b EBpony, y Memi 6bijio 
Tpn BenHKHx MacTepa, Tpn BejiHXHe npepHiecTBeHHHxa Tam;a Hamero cTOJieTHfl - 
EeTxoBeH, Hnnme n Bamep. EeTxoBeH co3paji TaHen b MoryipecTBeHHOM pHTMe, Baraep 
b cKyjibnTypHon cf)opMe, Hnn,me b flyxe. Hnnme co3paji TaHnyiomero (j)HJiococf)a. 

nacTO 3apaK)Cb BonpocoM, rpe HaxopHTcn tot aMepHxaHCXHH KOMno3HTOp, KOTopbin 
ycjibimnT YojiTa neHne AMepHKH, n kto connHHT HacTOflipyio My3biKy pjia 
aMepnKaHCKoro TaHn,a; KOTopbin He 6ypeT copep>xaTb p^xasoBbiii pHTM, HHKaKoro pHTMa 
ot Tannn bhh3; ho H3 cojiHenHoro cnneTeHmi, BpeMeHHoro flOMa pyrnn, BBepx k 
yce^HHOMy 3Be3flaMH 3HaMeHH He6a, KOTOpoe pacKHHyjiocb cbopom Hap Sojibihhm 
ynacTKOM 3eMJin ot Thxoto oxeam, Hap PaBHHHaMH, Hap ropHon nenbio Cbeppa- 
HeBapbi, nan CKajmcTbiMH ropaMH b ATnaHTHKy. 

Jl npomy Bac, mojiopoh aMepnKaHCKHH KOMno3HTOp, C03paTb My3bixy pjra TaHpa, 
KOTopbin pojDxeH Bbipa3HTb AMepHKy YojiTa YHTMeHa, AMepnxy ABpaaMa JlHHKOJibHa. 
MHe Ka^KeTCM HypoBHipHbiM pirn Bcex nojiaraTb, hto p>xa30BbiH phtm Bbipa>xaeT 
AMepHKy. ^jKasoBbin phtm Bbipa^KaeT KnxHoa^pHxaHCKoro pHxapn. My3biKa AMepHKH 
6ypeT neM-TO ppyrHM. Om eipe He HanncaHa. Hh ophh KOMno3HTOp po chx nop He 
noilMaJI pHTM AMepHKH - 3TO CJIHmKOM 

moipho pirn ymen SojibiHHHCTBa. Ho, xorpa-HH6ypb, 3tot phtm xjibmeT 113 6onbmoro 
npocTpaHCTBa 3eMJin, oh 6ypeT jihtbcm po>xpeM H3 oSmnpHbix npocTpaHCTB 3Be3pHoro 
He6a, h xa>xpbiH aMepHKaHeu 6ypeT Bbipa>xeH b HexoTopOM KOJinnecTBe MoryipecTBeHHoii 
My3biKH, KOTOpaa 6ypeT npeo6pa30BbiBaTb ero xaoc b TapMOHmo. 

^jiHHHOHorne cHJibHbie K)HomH h peBymxH 6ypyT TaHueBaTb nop 3Ty My3bncy - He 
maTaacb, b o6e3mmonopo6Hbix xoHBynbcmix napjibCTOHa, ho, nopa3HTejibHO 
ycTpeMjnmcb BBepx Ha orpoMHbie bbicotbi, MOipHbie B03BbiHieHHH Bbime nnpaMHp 
ErnnTa, Ha a IIap(f)eHOHOM TpeunH, Bbipa>xeHHe KpacoTbi h Chjibi, Taxon, xoTOpon hh 
opm HHBHJiH3au,H>i He 3Hana xorpa-JiH6o. 3 to 6ypeT AMepnxa TaHpyioipaji. 

H 3tot TaHeu He 6ypeT hmctb b ce6e Hnnero jmmHero - hh pa6cxoro KOxeTCTBa 6aneTa, 
hh nyBCTBeHHOH KOHByjibCHH h cypopor io>KHoa(J)pHKaHCKoro Herpa. Oh 6ypeT hhctbim. 

BH>Ky, hto AMepnxa TaHpyeT, xpacHBaa, cnjibHaa, ophoh hotoh EajiaHCHpyeT Ha caMOH 
BbicoKoii TOHxe CKajiHCTbix rop, ee pBe pyxn npoTJinyrbi ot ATJiaHTHKH no Thxoto 
oxeaHa, ee npexpacHaa rojiOBa, B03Bbimaioipa5icfl x He6y, ee jio6, cmnoipHH xopOHOH H3 
MHJIJIHOHa 3BC3P. 

Kax a6cyppHO, hto ohh nooippHJiH b AMepnxe hikojibi Tax Ha3biBaeMOH cf)H3HHecxoH 
xyjibTypbi, HiBepcxon THMHacTHXH, ^ajibxpo3a h SaneTa. PeanbHbiH aMepnKaHCKHH Tnn 
HHxorpa He MO>xeT 6biTb 6ajieTHbiM TaHpoBipHKOM. Horn cjihhikom pjiHHHbie, Teno 
cjmmxoM nopaTJiHBoe h pyx cjmmxoM cboEophbih pjia stoh mxojibi HeecTecTBeHHOH 
rpaHHH h xo>xpeHmi Ha najibpax hot. CnepyeT otmcthtb, hto Bee BejiHXHe SajiepHHbi 
6bIJIH 5XeHHIHHaMH OHCHb MaJieHbXOTO pOCTa C MaJieHbKHMH TeJiaMH. Bbicoxaa, CO BXyCOM 
Bbirjnipjnpafl jxempHHa, HHxorpa He Morna 6bi TaHpeBaTb 6aneT. Tnn, KOTopbin Bbipa^xaeT 
AMepnxy b ee Jiymmix npoflBJieHmix, HHxorpa He mot 6bi TaHpeBaTb 6aneT. C caMbiM 
Phkhm nojieTOM BOo6pa)xeHH5i, bm He CMO>xeTe H3o6pa3HTb CTaTyio CboGoam, 
TaHpyioHieH 6aneT. 

Torn a noneMy Hy>xHO npHHHMaTb 3Ty mxojiy b AMepnxe? 
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TeHpn cPopA Bbipa3HJi no>KenaHHe, hto6bi Bee ^eTH Topo.ua cPop^a TaHpeBajiH. Oh TaK)Ke 
He OAoGpaeT coBpeMeHHbie TaHijbi, ho roBopHT, hto nycTB ohh TaHpyioT CTapOMO,zpn>iH 
Bantc, Ma3ypKy h MeHy3T. Ho CTapOMO^HbiH Bajibc h Ma3ypKa hbjhhotcii Bbipa^KeHHeM 
6ojie3HeHHoii ceHTHMeHTajibHOCTH h pOMaHTHKH, H3 KOTOpOH Hama lOHOCTb flaBHO y>Ke 
Bbipocjia; a MeHy3T HBiraeTCfl Bbipa>KeHHeM eneimbiM cepBHJibHOCTH h pa6cTBa 
npnflBOpHbix BpeMeH JIioflOBHKa XIV h KpHHOJiHHa. Hto ecTb 3 th abh^kchh^, hto6bi 
^ ejiaTb hx co cbo6o,hhoh MOJiofle>KbK) AMepHKH? Pa3Be t-h cPopfl He 3HaeT, hto 
ABH>K eHHH CTOJIb )Ke KpaCHOpeHHBbI KaK CJIOBa? 

noneMy HaniH .nera ^oiDKHbi npeKJiomiTb kojichh b MeHysTe, b 3tom npHBepeflJiHBOM h 
pa6ojienHOM Tam;e, hjih BpamaTbcn b na6npHHTax jiojkhoh ceHTHMeHTajibHOCTH Bajibca? 
Qcopee, nycTb ohh BbiH^yT Sojibhihmh rnaraMH, cTpeMHTejibHO, c no,zpniTbiM ji6om h 
^ ajieKO pacnpocTepTbiMH pyxaMH, TamiyioT Ha fl3biKe Haninx nepBbix nocejieHueB, o CHJie 
flyxa Haninx repoeB, TamiyioT enpaBeflnHBOCTb, ^oSpOTy, HHCTOTy Haninx ^kchhikh, h 
nepe3 Bee 3 to TamiyioT B^oxHOBemiyK) jhoGobb h HemiocTb Haninx MaTepen. 

Kor.ua aMepHKaHCKne ^era 6y,nyT TaHpeBaTb TaKHM o6pa30M, stot TaHeu c,nejiaeT H3 hhx 
K paCHBbIX eymeCTB, flOCTOHHBIX HMeHH ^eMOKpaTHH. 

3to 6y^eT AMepHKa TamiyiomaiL 
1927. 


• OPArMEHTBI H MBICJIH • 

Aucedopa ffynKan. Hcnyccmeo manija. OpaeMenmu u Mbiaiu. 

Duncan, Isadora. The Art of the Dance. Fragments and Thoughts. Pp. 128-144. 

1111(128-129) 

A rOBOPIO c BaMH b stot noimeHb xax HH,a,HBH,nyajiHCT h HenoBeK o^hoh H^en, H^en, 
KOTOpOH H nOCBHTHJia BCK) CBOK) 5KH3HB, C KOTOpOH H TaK >KHJia, TaK JHOSHJia, H, H TaK 
AyMaio, hto CMory pacTOJiKOBaTb gsm Bac ee npHBJieKaTejibHOCTb h KpacoTy. 

A cnpocHJia noHTeHHoro H. ,3,. [Hohch 3,enbK>] nponuibiM jieTOM b HbionopTe, hto 6bijio 
o6neKTOM toto o6mecTBa, h oh OTBeraji: "Hacjia>K,neHHe". Tor.ua n nocMOTpejia BOKpyr 
MeHH. A BH^ejia KpacnBbix }KeHmHH, npeKpacHbix .neBymeK, cojih^hbix My^KHHH, h h 
CK a3an ce6e, ecjin oSneKTOM stoto oSipecTBa HBJHieTca HacjiajKAeHne, to oho aojhkho 
6bITb CaMbIM BbICOKHM, CaMbIM H3bICKaHHbIM HaCJia>KfleHHeM, HaCJiaJK^eHIieM, KOTOpOe 
Sy^yHH HacjiajKAeHneM b TeneHne HeKOTOporo BpeMeHH, 6y^eT TaK)Ke b coctohhhh 
nporpeccnpyiomero 6ecco3HaTejibHoro - KaK Kor.ua bbi cjiymaeTe npeKpacHyio My3biKy, b 
to BpeMn KaK Barne Teno cnacTJiHBo b pnTMe 3ByKa, h Bam yM nporpeccnpyeT c mbicjibk) 
MacTepOB. A CHHTaio, hto h oGHapymuia oSipecTBa hobbih mctoa BonjiomeHna stoh 
CHacTJiHBoii nporpeccHH. KaK My3biKaHT Hcnojib3yeT cboio CKpnnKy, hto6bi CKa3aTb o 
caMOH BbicoKoii MbicjiH, neBeu Hcnojib3yeT tojioc, h 6bi Hcnojib30Bajia stot BejiHHaiimHH 
H3 Bcex HHCTpyMeHTOB, HejiOBeHecKoe Teno, h ero jobikom 6y/ieT ABroKemie. 



Hflea BnepBbie npHuuia ko MHe, Kor/ia eipe MajieHbKOH .neBOHKOH, a npHCTanBHO 
nocMOTpeaa Ha penpoflyKu,Hio CaH^po EoTTHnenjiH "BecHa", KOTOpan Biicena Ha^ HaniHM 
KHH5KHBIM uiKa(J)OM. OsapeHHe npHHIJIO KO MHe, HTO TaM, Ha toh KapTHHe, 6bijio bhjtho 
3aMeHaTejiBHoe ,n,BH>KeHHe, h hto Ka^K^aa (Jmrypa noepeflCTBOM Toro ^BH)KeHHa 
paccKa3Bmajia HCTOpHio o CBoeu hoboh 5kh3hh. A noTOM, Kor/ia mbtb nrpajia "BeceHHioK) 
necHio" MeH^ejiBCOHa, KaK 6yflTO b nopbrne He)KHoro BeTpa, .aoiDKHbi 6bijih 
pacKanHBaTBca MaprapHTKH b TpaBe, h aojdkhbi 6bijih ABiiraTbCH (})Hrypbi Ha toh KapTHHe, 
H 3TH Tpn rpaU,HH flOJHKHbl 6bIJIH CnJieTaTb CBOH pyKH BMeCTe. 

(CaMbiii pannuu cyujecmeywufuu (ppazMenm nucbMa A. ff., 3anucano na nomnoM nucme, 
6e3 3HaK06 npenuHamm, dim jieKiyuu e Hbw-HopKe, 1898 ujiu 1899, neped nepeou 
noe3dKou e Eepony.) 


1111 ( 129 - 130 ) 

... Ecjih TaHeu He npH^eT b Harny 5 kh3hb CHOBa KaK HCKyecTBO, to HaMHoro Jiynme, ecnn 
ero hm ocTaHeTca ne>KaTb b nbuin ApeBHOCTH.... A BOo6me He 3aHHTepecoBaHa b 
pe(J)opMHpOBaHHH Hero-JinOo. A niyOoKO 3aHHTepecoBaHa b Bonpoce: ilBJiaeTca jih TaHeu 
pO/ICTBeHHbIM JKaHpOM HCKyCCTBy HJ1H HeT; H eCJIH pa., TO KaK 3TO flOJDKHO 6bITb 
BonaomeHO b 5KH3Hb KaK HCKyecTBO? H h nocTaBHna 3 tot Bonpoc coBepmeHHO 
He3aBIICHMO OT MeHfl HJ1H MOeTO TaHU,a, KOTOpblH MO>KeT 6bITb HHHerO - HJ1H HTO-TO - 
npocTO KaK Bonpoc, KOTOpbiii ^oiDKeH npeflCTaBJiHTb HHTepec OojibuiHHCTBa jno,neH. 
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Moh TaHeu fljia Memi Bcer^a 6biji HeKOTOpon hhcthhkthbhoh BeipBio, KOTOpan po^HJiacb 
BMecTe co mhoh. 31 TaHpeBajia, Kor^a 6tiJia MajieHbKoii ^cbohkoh, nocKOJiBKy y Memi 
6tiJia CTpacTt k 3TOMy, h, c caMoro paHHero B03pacTa, x ynce TaHu,eBana nepe^ nySjiHKoir 
Bbi Ha3tiBaeTe Memi Socohohckoh. Ho bbi TaK»ce motjih 6bi CKa3aTb npo Memi, hto x 
TaHiiyio c HenoKpbiToii tojioboh hjih c roabiMH pyKaMH. 31 cmuia c ce6x o^exc^y, hto6bi 
TaHpeBaTb, noTOMy hto TaK x Jiynme nyBCTBOBajia phtm h cBo6o^y Moero Tejia. Bo Bee 
BpeMeHa, Kor^a TaHeu 6biJi HCKyccTBOM, hoth ocTaBajiHCb cbo6o,hhbimh, a Tamxe h 
ocTajibHbie nacTH Tena; h KpOMe stoto, bchkhh pa3, Kor^a TaHeu OKa3an BJimmne Ha 
Apyrne bhitbt HCKyccTBa - KaK b npeKpacHbix 6apenbe(J)ax TamiyiomHx cfiHryp rpexoB h b 
npeKpacHbix TaHHeBajibHbix cjinrypax HTajiBAHueB. ,ZI,a}Ke Kor^a xynomiHK hjih cicyjibnTOp 
pHcyeT hjih MOflejiHpyiOT Tamiyiomyio cfinrypy cero^mi, KaK npaBHJio, oh H3o6pa>KaeT ee 
c jierKHMH ApannpOBKaMH h 6e3 o6yBH. 

Ecjih 6bi bbi noflyMajiH 06 stom hcmhoto, to bh 6bi yBH^ejiH, hto ecTb KOHuenumi 
TaHpyiomeH cfiHrypBi, h hto HaxoflHTbCH b hctkom njiaTbe h 6e3 o 6 yBH - 3to He moh 
ocoSeHHOCTb, a npocTO txkxx HfleajiBHan (Jinrypa TaHpa, KaK ee npepcTaBJiiuiH Bee 
xy^OHCHHKH Bcex BpeMeH. Torpa 6 bi bbi nepecTajin Hcnojib30BaTb Ha3BaHHe " 6 ocoHoran 
Tami,oBHj,HHa", KOTOpoe h, npH3Haiocb, TepneTb He Mory; h bbi 6bi yBHpejiH, hto b cjiynae 
nonbiTKH ocHOBaTb niKOJiy papn B03po>K,neHmi TaHii,a Kax HCKyccTBa, BnojiHe 
ecTecTBeHHO, hto6bi yneHHKH TaM cjiepoBajiH b opencpe 3a HaMeKOM, paHHBiM hm 
BejiHKHMH MacTepaMH b H3o6pa>KeHHH TaHiiyiomeii (JmrypBi - nocKOJiBKy Kancflbiii 
npHHHMaeT b KanecTBe 6a30Boro npHHHHna, hto TaHeu - 3to Tejio, Bbipancaiomee ce 6 n b 
pHTMHHHOM flBHHCeHHH. 

31 TaHpeBajia nepep ny6jiHKOH HenpepbiBHO, c Tex nop KaK x 6biJia MajieHBKOH peBOHKoip 
BO Bee 3TH TOflBI, XOTH, KOHeHHO, TaM 6bIJIO MHOTO nOpHH,aHHH II oScyiKpeHmi, 6bIJIO 
Torpa, b uejiOM, o6ipee HacTpoeHHe papocTHoro nproHaHmi h opoSpeHmi, npHxoflHmero 
ko MHe co CTOpOHBi ny6jiHKH. Hmchho TaKoro popa pa^ocTHan noppepmca, KOTOpan 
Bcerpa npnnopHHMajia Memi Ha MoeM nyra, noTOMy KaK x nyBCTBOBana, hto 3to 6biji, 
CBoero popa, tojioc H3 Hapopa, CBHpeTejiBCTByiomHH, hto TaKOH TaHeu, TpeSoBajicn, 6biji 
Hy>KHBiM. Ka3ajiocb, cpepn mopeS 6biJia TOCKa no pnTMy pBmKeHmi; h Bcerpa Ha cBoeM 
nyra x nojiynajia tbichhh nnceM ot mojiopbix peBymeK. Bee sth nncbMa HHTajincb o/jhhm 
cnoco6oM: "Bee Harnn hch3hh mbi nyBCTBOBajin jKejiamie TamjeBaTB, h Tenepb mbi 
pyMaeM, hto bbi HauuiH npaBHJiBHBiH nyTB; He xoTHTe jih bbi o6ynaTB Hac?" 

Tenepb x He pyMaio, hto x Moraa 6bi yniiTB koto-to ppyroro, hto Bee nponcxopiimee 
6bijio jihihb nocTeneHHBiM pa3BHTneM Moero coSctbchhoto cymecTBa h paSoToii Been 
MOeil 5KH3HH, HO X HyBCTBOBaJia, HTO X pOJDKHa aTB HeKOTOpBIH OTBeT Ha Bee 3TH 
npocb6bi h npomeHHH. H, TaKHM o6pa30M, ko MHe npunuia npen - nocTeneHHO C03peBan k 
pemeHHio, KOTOpoe OKOHnaTejiBHO c(J)opMHpoBanocb b Moen rojiOBe okojio pecHTH neT 
Ha3a/i - nonbiTaTBCH ocHOBaTB niKOJiy, 3apaHeH KOTOpon 6ypeT HaxmKpeHHe hcthhhoto 
TaHpa. Hh b KoeM cnynae He Konmi Moero TaHpa, ho HCCJiepoBamie TaHpa KaK HcKyccTBa, 
h x oSnHCHHJia 3Ty uejib cbohm 3pHTejiHM BnojiHe flocTynHBiM cnoco6oM, H OHH, 
Ka3ajiocb, TaKHce CHHTajin, hto 3to xopoman Hpeii. 3pHTejin b ropo^ax no Been 
TeppHTOpHH AMepHKH, TepMaHHH, ABCTpHH, BeHTpHH, (TpaHHHH, Be3Ae, Tfle X 
paccKa3Bmajia 06 3tom, OTBenajiH, hto 3to - xopoman H^en. 31 Bcer^a roBopnjia nocjie 
toto, Kor^a x 3aKaHHHBana TaHu,eBaTB, h Bee Te rojioca OTBenajiH, - mbi xothm 3Ty niKOJiy. 
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3to npoH3onuio c OAoOpemni Bcex 3thx touocob h npn noAAep^Kxe AeHer, 3apa6oTaHHtix 
c KajK^oro npeflCTaBnemM, xor^a x, HaKOHeu, ocHOBana niKOJiy b 1904 roAy. 

(M 3 pyxonucnozo Hepnoeuxa nucbMa x pedaxmopy 2a3embi CoLogne, e omeem na 
cmambH) o ebicmaexe paoom deeonex uakojiu, ffexadpb, 1906.) 

3to TOHHoe 3HaHHe h nyBCTBO, KOToptiM ApsBHHe rpeKH oSna^ajiH jyxx cootbctctbh^i 
H enoBenecKOH <j)opMti h nponopuHH, Jiynme HHTAe He MtmeT 6 bitb nomiTO, neM Tor^a, 
Kor^a KajK^Biii mojkct BCTaTB b KpyroBOM opKecTpe TeaTpa ^HOHHca Ha kdkhoh CTOpOHe 
AKponojia. IIoMeHiaa caMoro ce6n Ha MecTO aicrepa, h BCTpenaact c tphahatbio 
T bicanaMH MecT, KOTOpbie noAHHMaiOTCfl b nocTeneHHOH noejieAOBaTejibHOCTH b CTOpOHy 
xojiMa, KajK^biH nyBCTByeT, Rax BnojiHe coBepmeHHO Ayrna oahoto nenoBexa Morjia 6bi 
ynpaBJiOTb AyxoM 3pHTejieii, TaxHM o6pa30M pa3MemeHHbix.... 

1111 ( 131 - 1 ) 

3Ta (J)nrypa nBjnieTCfl jiynniHM npHMepOM, xoTopbin x Mory a^tb H3 smohhh, Sepymei! 
bo BnaAeHHe Becb opraHH3M. ToiioBa noBepHyTa Ha3aA, - ho ABH>xeHHe ronoBbi He 
BbiHHCJiaeTca; 3 to - pe3yjibTaT noAaBJiniomero nyBCTBa AHOHHCHHecKoro 3KCTa3a, 
KOTOpbiii OTpajKaeTca bo BceM Tejie. Akkopa ot jiHpbi, Bee eqe 3BynamHH nepe3 Bcex 
yHacTHHKOB. Ecjih nepeA bbmh 6biji 6bi TaHpop, BAOXHOBJieHHbin 3 thm nyBCTBOM, to 3to 
6biJio 6bi oneHb 3apa3HO. Bbi aojhkhbi 6bi Sbijih 3a6biTb caMoro TaHiiOBmHxa. Bbi tojibko 
AOJHKH bi nonyBCTBOBaTb, Kax oh Bee nyBCTByeT, nonyBCTBOBaTb aKKOpA ahohhchhcckoto 
3KCTa3a. 

(Kax npuMep onucamiu npou3eedemiu ucxyccmea e 3anucnou xmio/cxe, ynoMRnymux e 
3cce XVII, dmom napazpacp yxa3bieaem na eHUMcmue, c xomopuM mamfoeujuifa usyncuia 
(pmypu e pucynxax na ea3ax, cxyjibnmypax u xapmunax e 2 JiaeHbix mysenx Eeponu. 
Pacino ecmb edea jiu oojibuie, next ccbmxa na npedxtem xydojicecmeeHHOZo 
npouseedemm, a max Dice oOosHanemiH ezo omHomenuu x mam\y, e dpyzux .nee cjiynanx, 
ecmb nojmbie onucamm nododno DmoMy). 

1111 ( 131 - 2 ) 

61 3aMeTHJia, HTO, KOrAa X BBO>Xy KaKHe-JIH6o HHHOBapHH B MOe HCKyCCTBO, 
My3biKajibHbie kphthkh ocKOpSjnnoT Memi b Tex >xe caMbix TepMHHax, KOTOpbie ohh 
H cnojib3yiOT AecnTb jieT cnycTM, hto6bi hthtb mohx HMHTaTOpOB h noApa^xaTeneH. 

1111 ( 131 - 132 ) 

B TeneHHe nocjieAHHx Aecnra JieT Moen paOoTbi, x nocTO^HHO HaMepeBajiacb ocHOBaTb 
HIKOJiy, KOTOpaa AOJHKHa, eCJIH 3TO B03M05XH0, BepHyTb TaHHbl Ha npe>KHK)K) BbICOTy, K 
BbicoTaM HCKyecTBa. Mhothc Benin npHBejiH Memi k mbicjih, hto HCKyecTBO TaHpa 
HaxoAHTcn b npopecce npo6y>xAeHH5L Co3epu,aHHe phtmhhhoto abhjxchhh nBJineTca, h 
T ax 6biJio BcerAa, hctohhhxom B03BbimeHHoro yAOBOJibCTBHH nejiOBenecTBa. (Bto bo Bee 



57 


BpeMeHa 6bijio Handonee BancHOH oeodeHHOCTBio pennrH03HBix uepeMOHHH.) IIoaTOMy 
MOJiOfloe noKOJiemie xy^oncHHKOB h CTygeHTOB, b HacTompee BpeMn, noKa3BiBaioT cedn b 
HCKpeHHeM ncenaHHH ^odHTBcn HeKOTOpoii donee coBepmeHHoii peanroannH Tena b 
ABH5KCHHH. IIpH3HaHHe, npe^OCTaBJICHHOe o6meCTBeHHOCTBK) MOHM yCHJIH^IM, 
noKa3BmaeT, hto x He omndarocB. By^ynn yde>K,neHHOH, tbkhm o6pa30M, hto Bee, hto 
6&IJIO HeodxOflHMO, - 3TO 6bIJI Hy)KeH KTO-TO C CHJIBHOH U,eJIBK), KTO flOnnceH BBIHTH 
Bnepefl h npodyzpiT& flpyrnx, jysix Toro, hto6bi noMoraTB h coTpyuHHHaTB b 
TOp)KeCTBeHHOM B03HHKH0BCHHH HOBOH flenTenBHOCTH, KOTOpan M05KCT npHBeCTH K 
hobbim 6ojibhihm pa3pa6oTKaM b dygymeM, x h otkpbiji cboio HOByio IIlKOJiy Tamra b 
^exadpe 1904 ro^a. 

HtoSbi bhobb otkpbitb jpix cedn KpaciiBBie, pHTMHHHBie ABHnceHHn HenoBenecKoro TeJia, 
BBI3B3TB CHOBa K 5KH3HH TO HfleaJIBHOe flBH>KeHHe, KOTOpOe flOJHKHO TapMOHHpOBaTB C 
CaMBIM BBICOKHM (J)H3HHeCKH pa3BHTBIM THnOM, H, HT 06 bI npodygHTB eige pa3 IiCKyCCTBO, 
KOTOpoe cnajio b TeneHne AByx tbickh jieT - tbkobbi cepBe3HBie penn hikojibi. 

(IJpeducjioeue dm pexiiaMHOZo npocneKma o rpjoneeajibdcKou uiKOJie, "TciHeij 
dydyipeao". 1906.) 

1111(132) 

(Cnepyromne Tpn nyHKTa H3 npecc-^aiinoB, KacaroipHxcn aMepHKaHc khx racTponeh 1911 
h 1915 ropoB. Ohh Moryr paccMaTpHBaTBcn, bo3mo)kho, Rax nepBBih naparpacf) pyxonHCH 
"I See America Dancing". IlepBBiH ad 3 ap HanncaH pyxon AircepopBi /JyHKaH b KOHne 
BBiOpomeHHoro xycxa "Konnn" npecc-areHTa, b xanecTBe 3aMeHBi jpix bokjihbbix, 
onTHMHCTnnHBix h xBanedHBix (J)pa3 OjiaroHaMepeHHoro nydnHHHoro nncaTenx. BTOpon 
nyHKT H3 HHTepBBK), paHHOTO B JIOHpOHe B 1921 TOpy, 3amHipeHHOe B COOTBeTCTBHH c 
3toh paToii aBTOpCKHM npaBOM b The Public Ledger Company n onydnHKOBaHBiH b 
HecKOJiBKHx aMepnKaHC khx ra3eTax. Xotk, b nenoM, x OTKa3ancn ot HHTepBBio KaK 
HeHaAe>KHBix, 3tot TeKCT Tax 6jih3ko corjiacyeTCK c npn m e h anmi m h h nncBMaMH toto 
BpeMeHH, HTO X He COMHeBaiOCB, HTO 3TO 6bIJIO JIh6o npOflHKTOBaHO MHCC ^yHKaH, jih6o, 
(JtaKTHHecKH, HanncaHO b otbct Ha 3anpoc 06 HHTepBBK). TpeTHH nyHKT b3xt H3 
3 aKJHOHHTejiBHOH peHH mhcc /JyHKaH b KapHerH-Xojui, Kax coodipaeTcn b The New York 
Eeeaing World ot 1 anpenn 1911 ropa. K hhm podaBneH neTBepTBin nyHKT, H3 
JIOHAOHCKOTO HHTepBBK) B 1921 TOpy.) 

""( 133 ) 

Ha3BIBaiO CBOH TaHeH aMepHKaHCKHM, a He KJiaCCHHeCKHM. IIop aMepHKaHCKHM X HMeiO 
b BH^y npHHa/iJie>KHOCTB k 3toh cTpaHe no cymecTBy. IIopodHO TOMy, xax no33Hn YojiTa 
YnTMeHa npoHCTexaeT H3 HOHa AMepHKH h CKyjiBnTypBi ^ncoppnc Tpeh EapHappa, Tax h 
moh TaHeu,, HMeeT CBoe npOHexonepeHHe b caMBix HCTOKax >kh3hh stoh CTpaHBi, 3to 
TaHeu, KOTOpBih npHHafljie>KHT AMepHKe. 3to, x Bepro, dypeT ochoboh 6ojibhioh ttt kojtbt 
Tanpa, BMecTe c hoboh ttt kojtoh My3BiKH, KOTOpax cpenaeT 3Ty 3eMJiK) donee papocTHoh b 
dynymeM. IIlKona daneTa, HMen CBoe poncpeHne b anoxy JhouoBHKa XIII, BBipancaeT b ero 
ABHnceHHnx h nnaTBnx bcio HCKyccTBeHHyio KynBTypy toto BpeMeHH. 3to HHKorpa h 
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Hnnero He MO>xeT 3HanHTb rjiz aMepHKaHCKoro Hapo.ua, KpOMe KaK cfiopMbi jno 6 onbiTHOH 
h 3aMeHaTejibHOH rHMHacTHKH. Cmbicji 3Toro TaHH,a bo Bcex ero ocHOBax exp bit ot Hac. 
HHKor.ua He 6yp,QT hikojibi TaHu,a b AMepnxe, ocHOBaHHOH Ha BajieTe. 

1111 (133-134) 

AMepnxa, xor^a tbi ^anib MHe xaxoH-jiH 6 o otbct Ha to, neM x Moraa 6 bi 6 bitb jxxx Te 6 n? 
B 1898 rofly, o neM bbi MO>xeTe npOHHTaTB b hbio-hopkckhx ra3eTax, bbi MO>xeTe y3HaTb 
o Moeii nepBOH 6 opb 6 e 3a to, hto 6 bi a^tb BaM Moe HCKyecTBO. Bbi yBHflHTe HecKOJiBKO 
mohx cf)OTorpacj)HH Tor.ua, MajieHBKOH .neBOHKH, HmymeM nepBBiH >xecT h phtm, KOTOpbiii 
ocBo 6 oflHJi 6 bi TaHeu h o 6 yHHJi 6 bi fleTeii h mojioaokb, >xejiaiomHx Hairra BBipa>xeHHe 
CBOHX eoScTBeHHBIX CB 060 AHBIX .HyiH B flBH>KeHHH. B TO BpeMU BaiH OTBeT 03Hanaji, HTO 
Memi cjie^oBano mophtb tojioaom nonra ^o CMepra h, hto Hymio 6 bijio 3acTaBHTB Memi 
ySpaTBca H3 CTpaHBi, oTnpaBHBHiHCB b EBpony Ha cynHe rjix nepeB03KH KpynHoro 
poraToro CKOTa. 

Tojibko noTOM, xor/ia Bee BejiHxne apracTBi h oSmecTBeHHOCTB EBponbi o^oBpHJia moio 
pa6oTy, bbi .zionycTHJiH Moe B03BpameHHe b 1909 ro^y h jx&jm MHe to, hto Ha3BiBaioT b 
AMepHxe "SojiBHiOH ycnex", momcht xanpH3Horo ycnexa, coBceM 6e3 cepfln,a h nyBCTBa, 
HJIH 6e3 CHJIBI MBICJIH, KOTOpaH n03B0JIHJia 6bl nOH^ITB TO, HTO X npHHeCJia BaM, H HTO 
npHBejio x TBicflne hjih AByM xoniiH h xapnxaTyp Moeii H^en, pacnpocTparoiiomHxoi no 
BceMy KOHTHHeHTy no^oOHO 6one3HH. 

3aTeM, nocjie HecKOJiBKHx jieT paOoTbi, cnacancx ot bohhbi, x npenoAHecjia BaM moio 
H ixojiy b 1915 Tony. Bbi "BejiHKOAyniHo" npnmuiH sthx MajieHbKHx yneHHKOB, KOTOpbix x 
oSyHHna jxepTBoii Bcero Moero cocTOAHmi, KOTOpBie, TeM He MeHee, HaxoflHJiHCb b 
C 0CT05IHHH H3rOeB, CTpa/jaiOmHX H3-3a OTCyTCTBHa Cpe^CTB J1JIX HX COAep>KaHH5I, H 
KOTOpbix, HaKOHeH, HiepHlJiy 6 bIJIO Heo 6 xOAHMO H3THaTB H3 TeaTpa CtOJICTHB. 

H, HaxoHei;, xor.ua mbi 6 bijih BbiHyjxfleHBi oaoiokhtb y ^py 3 eii njiaTy 3 a npoe3fl Ha cy^He, 
HTOSbl BepHyTBCH BO OpaHHHK), X OCTaBHJia BaM HieCTB MOH CTapHIHX yneHHH, Bee 
coKpoBHipa mohx ycHJiHH h 6opb6bi 3 a HiecTHaApaTB JieT; fleBonex, KOTOpbix x yHHJia, c 
Toro MOMeHTa, xor.ua hm 6 bijio no mecTB h boccmb JieT, b HaflejxAe o6pa30BaTB hx xax 
HCTHHHBIX flOHepeH YOJITa YHTMeHa, MOJIOAMX BeJIHKHX 6 oTHHB, HCTHHHBIX ABHJXeHHH, 
HeoOxoflHMBix j\jix Toro, hto 6 bi HayHHTB cothh MajieHbKHx fleTeii b 6y/iymeM. 

Bbi Taxjxe jih hm to, hto bbi Ha3Bann "Sojibihhm ycnexoM"; to ecTB, bbi ho3bojihjih 
TKcnjiyaTHpoBaTB hx MeHe/i>xepaMH ot Hbio-Hopxa #o CaH-cDpaHpHcxo b tom, hto 
Ha3BiBaeTCn TeaTpajiBHoe TypHe - Ha oflHy hohb, h xa>x,nBiH ^eHB CHOBa Ha >xejie3HOH 
flopore, noxa ohh He 6 bijih oTnpaBJieHBi oSparao ko MHe b 3tom ro/iy, HepBHBie h 
(J)H3HHeCKH TpaBMHpOBaHHBie, JKepTBBI 3TOrO JXeCTOKOrO 3TOH3Ma BaiHHX MeHeA^XepOB H 
Bameii jnoSnmeH ceHcaunH nyOjiHKH; Te .neBOHKH, KOTOpBie, bo3mo>kho, 6 bijih 
HCTOHHHKOM CBeTa H KpaCOTBI AJIfl BCeX AeTeH AMepHKH. 

Bbi yzpiBJHieTecB, x hto ycTajia h o6ecKypa>xeHa? 31 3Haio, hto bbi nocTaBHTe MHe 
naMMTHHK cnycTH nHTBflec^T JieT nocne Moeii CMepra, ho pa3Be xoporno 3to 6y^eT? 31 
Tor.ua 6yziy ^ajiexo ot MynemiH h 6opb6bi, h He 6yny b coctouhhh /iaTB BaM SojiBinyio 
niKOJiy h npeKpacHyio H^eio Toro, hto bbi He MO>xeTe noH3TB hjih oueHHTB. 

31 Bee eipe nocbuiaio BaM cboio jiioSobb h moio Haflox^y. 
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Korpa a TaHu,eBana b JIoHpoHe, ohh CKa3ajiH, hto moh TaHpbi 6 burn B3HTbi ot rpeKOB. 
3 to He BepHO. Ohh [TaHHBi] aMepHKaHCKHe. aMepHKaHKa, popHBHiaHCH b KajiH(f)opHHH. 
Mon npe^RH >khjih b AMepHice b TeneHHe pByxcoT jieT. Moh TaHp&i - 3 to Jieca, 03epa, 
peKH, ropti h npepHH Moeii popHHbi - He Tax jih? HeKOTOpBie kphthkh TOBOpHT, hto Moe 
npHMHTHBHOe HCKyCCTBO 0pH006pa3H0, HO eCJIH OHO flano HeMHOrO pa/IOCTH 3TOH 
6 ojibhioh ayAHTopHH, to a oneHb papa. 

1111 ( 135 ) 

B TaHpax npocTO Rax TaHpax a He 3aHHTepecoBaHa. Meroi TaHu,ti poiDKHa 6 mtb 

BbipajKeHHeM >kh3hh, a He npocTO cepneii THMHacTHHecKHx TpioxoB hjih CHMnaTHHHbix 
flBH>KeHHH. Bot noneMy MHe He HpaBaTca o6biHHbie 6ajieTHbie TaHpbi, KOTopbie 
BbiHyjKAaioT jnopeii npHHHMaTb npOTHBoecTecTBeHHbie no3Hmni h orpaHHHHBaiOT 
cBo6opHoe Bbipa^KeHHe hx 3moh;hh. 

AHTJlHHaHaM, C HX npeKpaCHbIMH aTJieTHHeCKHMH TeJiaMH, HX HIHpOKHMH, CB 06 opHbIMH 
^BH>KeHHaMH, c hx ecTecTBeHHOH rpapneH h ocaHKOH, 6aneT, Ka>xeTca, no cymecTBy 
Hpe3BbinaHHO HenopxopamHM. Bo3mo>kho, hmchho nosTOMy b nponuiOM He 6biJio 
HHKaKHX BeJIHKHX aHTJIHHCKHX 6aJieTHbIX TaHH,OBLLi;im. 

AHTJiHHaHe, a pyMaio, hmciot HeBepHoe npepcTaBJieHHe o KpacoTe. J\jik 6ojibuiHHCTBa 
3 to 03HanaeT hto-to yHTHBoe, mhtko CHMnaTHHHoe. xypo>KHHKa y KpacoTbi ecTb 

6onee CTporoe onpepejieHHe. KpacoTa p jih Hero - 3 to Bbipa3HTejibHOCTb. PopeHOBCKaa 
ronoBa Banb3aKa ypopnHBa corjiacHO noBcepHeBHbiM CTaHpapTaM, ho xypo>KHHKH 3HaiOT, 
HTO, nOCKOJIbKy 3TO a6cOJHOTHO BbIpa3HTeJIbHO, TO 3TO H eCTb COBepHieHCTBO KpacoTbi. 
TaKHM o6pa30M, c mohm hobbim cjiaBHHCKHM TaHpeM, b to Bpeivoi Kax a nojiaraio, hto 3to 
H aHJiynniaa Beipb, KOTOpyio a cpenajia, MHorne MoryT pyMaTb, hto oh 6e3o6pa3eH. 



xony, hto6bi My 3 biKa, HCKyecTBO h ppaMa o6i>epHHHJiHCb. IIpOH 3 HOCHMoe chobo HMeeT 
Ba>KHoe 3 HaneHHe; 3to cepppe h mo3t TeaTpa. ^pyrne pBa - ero jiHpHHecKHH 3 KCTa 3 . 
Torpa c sthmii TpeMjp 06'bepHHHBHiHCb c apxHTeKTypOH h /KHBoniicbio, Harnn TeaTpbi 
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CTaHyT xpaMaMH. Y Been ApaMBi /jojdxho 6bitb CBoe ocHOBaHHe b pejiuruH, h6o 6e3 stoto 
OH a CTaHOBHTCa HH3MeHHOH. 

Hto a ^yMaio o 6anBHBix TaHpax? B ochobhom a nopaaceHa 6 ojibihoh CAepacaHHOCTBio, 
npo^BJieHHoii TaHpopaMH, KOTopBie, cacHMaa Apyr Apyra b pyxax, h ABiiraacB noA caMyio 
noxoTJiHByio My3BiKy, ao chx npoAOJiacaioT Becra ce6a b caMOH opTOAOxcajiBHOH MaHepe. 

1111 (135-136) 

TaHeu - TeaTp b cbocm HauSojiee B03BBimeHH0M MOMeHTe. Mbi aojhxhbi npHHecTH TaHeu 
CHOBa B MHp C 3TOH HeJIBK). C 3THM HAeaJIOM B TOJIOBe, X yXCe B KOTOpBIH pa3 OCTaBHJia 
cbok) jiHHHyio xapbepy, xax x Tax CAenana b 1905 roAy, xorAa npHHajia copox AeTeii, 
hto6bi abtb hm 3to HcxyccTBO. Bbijio 6bi npome, Jierne, noiiTH nyTeM CBoero 
coScTBeHHoro npOHBeTamia. Ho x 3Hana, hto KorAa-mi6yAB ApaMa 6yAymero 6yAeT 
ncnonB30BaTB TaHeu Tax ace SaaropOAHO, xax sto AeJiajiH Te ace caMBie rpexu. Hjih 3Hana 
to, hto H3 TaHpa MoaceT BBipacra HOBaa ApaMa. Ho MHp HeTepnejiHB b 3th coBpeMeHHBie 
BpeMeHa. Oh He xoneT acAaTB; oh xoneT ’'pe3yjiBTaTOB". Oh He mot acAaTB, noxa HOBaa 
BeniB CMoaceT npoH3pacTH ecTecTBeHHO h xpacHBo. Oh acaacAan o6orameHHa, oh 
3aBHAOBaa uyacHM 3apa6aTBmaeMBiM cpeACTBaM, h sto co6na3Hajio OTAeaBHBix TaHpopOB 
yiiTH, hto6bi 3aTeM AoOmBca hhahBHA ya jibhoto ycnexa Ha xoMMepnecxHx njiomaAxax. 
Oto Heu36eacHO pa3pymajio xaacAyio caeAyiouiyio rnxojiy, xoTOpyio a co3AaBajia. 

Ho TaHeu BepHeTca, a npeAnojiaraio 3to. HejiOBenecTBo He BcerAa 6yAeT 
npHBeTCTBOBaTB Tex, xto nonaraeT B03MoacHBiM nonoacHTB ceMeHa b 3eMJiio h aobccth hx 
AO HBeTeHHa b TeueHue oahoh hohh. ^aace ceiiHac a CHOBa njiaHHpyio moio 
AOJiroac a aHHy kd 3aBeTHyio mxojiy. B MocxBe a Hanajia c o6emamia cosastb rnxojiy, xoTa, 
B03M0acH0, AOBecTH HAeio ao ocymecTBJieHHa He nojiyuHTca b stom roAy hjih b 
caeAyiomeM, ho nocTeneHHO acth BBipacTyT c npupOAOH, c xpacoTOH, c mbicjibio o TaHpe 
xax b My3Bixe, Tax h b TpareAHH. 

(ffodaeneno k donee pannuM cmambXM, mnoobi 3aeepunimb onepx dim ejiceMecR'inoeo 
usdaHUR McKyccmeo meampa, 1927.) 

1111 (136-137) 

H npOBOAHJia AOJirue ahh h hohh b CTyAHH, Hipa tot TaHeu, xoTOpBiu mot 6bi 6bitb 
S oacecTBeHHBiM B&ipaaceHueM HejiOBenecxoro Ayxa nocpeACTBOM ABHaceHHa Teaa. B 
TeueHue mhothx nacoB a cToana HenoABHacHO, h ABe moh pyxu 6 bijih cjioaceHBi Ha Moefi 
rpyAH, noxpBiBaa cojiHenHoe cnaeTeHue. 

... H Hcxaaa h, HaxoHeu,, oSHapyacujia ueHTpajiBHyio npyacHHy Bcero ABHaceHHa, xpaTep 
moiahocth ABuraTejia, cahhctbo, H3 xoTOporo Bee pa3HOo6pa3He ABHacemia poacAaioTca, 
3epxano BHAeHua pnx co3AaHHa TaHpa. Hmchho ot stoto OTxpBiraa pOAHJiacB Teopua, Ha 
xoTOpoii a ocHOBajia cboio mxojiy. BaneTHaa rnxojia ynujia yneHuxoB, hto npyacHHa 
HaxoAHTca b ueHTpe cnHHBi y ocHOBaHua no3BOHOHHuxa. Ot stoh och, roBopur 
SajieTMeiiCTep, pyxu, hoth h TyroBHipe AOJiacHBi cbo6oaho ABHraTBca, paBaa pe3yjiBTaT 
HiapHHpHOH MapHOHeTXH. 3 tOT MeTOA npOH3BOAHT HCXyCCTBeHHOe MexaHHHeCXOe 
ABuaceHue, He AOCToimoe AyniH. 
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31 Hao6opOT HCKana hctohhhk pyxoBHoro BbipajKeHHn, H3 KOTOporo b KaHanbi Tena 6ypeT 
Tenb, 3anonHM ero b n6pHpyiomHM cbctom, LieHTpo6e)KHaa CHJia, OTpa^Kaiomaa BHpeHHe 
pyxa. Ilocjie mhothx MecimeB, Korpa x Bbiynujiacb KOHueHTpupoBaTb bcio cboio CHJiy b 
O flHOM 3 tom uempe, x o6Hapy>KHJia, hto nocne Toro xax x caymana My3tiKy, Jiynu h 
BH 6pai],HH My3BIKH TeKJIH K 3TOMy HCTOHHHKy CBeTa BHyTpH MeHU, r^e OHH OTpa)KaJIHCb B 
^yxoBHOM BHfleHHH, He Kax 3epKano M03ra, ho hmchho pyniH; h H3 3Toro BHpeHHH x 
Morna Bbipa3HTB hx [jiynu h Bii6paHHH My3biKH] b TaHue.... 

CneuH(J)HHecKaa cpepa Moero peTCTBa h iohocth Bbipa6oTana 3Ty CHJiy bo MHe b oneHb 
6 ojibhioh CTeneHH, h b pa3Hbie nepHopbi Moeii >kh3hh, MHe 6 bijio no3BOJieHO 3aicpbiTb Bee 
BHeHIHHe BJIHHHHII, H >KHTb TOJIbKO 3TOH CHJIOH CaMOCTOaTeJIbHO.... 

31 TaK)Ke Torpa MeuTana HaiiTH nepBoe pBH5KeHHe, H3 KOTOporo popHTCii p xp abhjkchhh 
6e3 Moeii bojih, ho xax 6ecco3HaTejibHan peaKpuii ocHOBHoro nepBHHHoro pBH>KeHHii. 31 
pa3pa6oTana sto pBH>KeHHe b cepHH pa3JiHHHbix BapuauHH Ha HecKOJibKO TeM, TaKHx Rax 
nepBoe pBH>KeHHe CTpaxa, conpOBOJKpaeMoro ecTecTBeHHbiMH peaKipniMH, pOKpeHHbix 
OCHOBHOH 3MOHHCH HJIH TopeM, OT KOTOpOrO 6ypeT TeHb TaHeH CTeHaHHM, HJIH JIK) 60 BH 0 e 
ABroiceHHe, H3 pa3BOpaHHBamM KOTOporo, Kax jienecTKOB HBeTKa, TaHu,op 6yneT Teub Kax 
nap(J)K)M.... 

(3mom u dea cjiedywiifux ompbiexa - us Mox )Ku3Hb.) 

1111 (137-138) 

31 uyBCTBOBajia TaKyio CHMnaTHio k YojiTepy ^,aMpom, hto MHe Ka^KeTcn, Korpa x cTOnna 
b ueHTpe cueHbi, roTOBan HanaTb TaHpeBaTb, x 6biJia cBioaHa Ka^KpbiM HepBOM b MoeM 
Tejie c OpKeCTpOM H C BeJIHKHM pHpH>KepOM. 

Kax x Mory onncaTb papocTb TaHpeBaTb c sthm OpKeCTpOM? Hmchho TaM nepepo mhoh - 
YojiTep ^aMporn nopHHMaeT cboio pupH^KepcKyio najiOHKy - x Ha6jHOflaio sto, h, npu 
nepBOM ypape, BHyTpH Memi pacTeT oGBepHHeHHbiH CHM(J)OHHHecKHH aKKOpp Bcex 
HHCTpyMeHTOB b ophom. MorymecTBeHHan peBep6epaHHn mhhtch no MHe, h x 
CTaHOBJIIOCb Cpe^OH, B KOTOpOH, B e^HHOM BbIpa)KeHHH, KOHHempHpyeTCfl pa^OCTb 
BpyHXHJibflbi, npo6y)KAeHHOH 3htcJ)phaom hjih pynibi Ifeojibpbi, HipyipeH CBoeii 
peajiH3auHH b CMepra. IIpocTpaHHbie, o6niHpHbie, pa3pyBancb Kax napyca Ha BeTpy, 
Pbhjkchhh Moero TaHpa Hecyr Memi Bnepep - Bnepep h BBepx; h x nyBCTByio npHcyTCTBHe 
MorymecTBeHHoii chjibi BHyTpH Memi, KOTOpan cjiymaeT My3biKy h 3aTeM npoTHTHBaeTcn 
nepe3 Bee Moe Teno, nbiTancb Hairra Bbixop rjix Bcero cjibimuMoro. HHorpa 3Ta CHJia 
CTaHOBHJiacb pa3BnpeHHoii, HHor^a OHa 6ymeBajia h Tpiicjia Memi, noxa Moe cepApe 
noHTH He pa3pbiBajiocb ot CBoeii CTpacTH, h x pyMana, hto, BepOHTHO, HacTanH moh 
nocjiepHHe MHHyTbi Ha 3eMJie. B ppyrux cjiynanx OHa pasMbiiujiajia TiDKejio, h x Bppyr 
nyBCTBOBana TaKoe MyneHue, KOTOpoe, nepe3 moh pyKH npocTHpanocb po He6ec, h x 
npocHJia noMOipu onypa, OTKypa HHKaKan noMOipb He npHxopHJia. BacTO x pyMana npo 
ce6ll, - KSLKSLX BCe-TaKH OHIH6Ka Ha3bIBaTb MeHH TaHH,OBIH,HHeH - X eCTb MarHeTHHeCKHH 
pemp, npepHa3HaHeHHbiii, hto6bi nepepaTb 3MOHHOHajibHoe Bbipa^KeHue OpKecTpa. Ot 
Moeii pyuiH BHe3anHO H3JiyHajiHCb orHeHHbie Jiynu, hto6bi coepHHHTb mchh c ppo^Kbio 
BH6pHpyiomero OpKecTpa. 
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TaM 6 liji (J)jieHTncT, KOTOpbiH TaK 6o)KecTBeHHO Hrpan cojio CnacTiniBoro ^yxoB b 
O p(f)ee, hto a nacTO HaxoAHJia ce6a HenoABH>KHOH Ha cueHe, co cae3aMH, TeKymHMH H3 
mohx raa3, tojibko ot 3KCTa3a cjiymaHHa h ero, h neiinn CKpiinoK, h ue.no to opKecTpa, 
B3JieTaiOHiero BBepx, BAOXHOBJieHHoro 3aMeHaTejibHbiM AupnacepOM. 

Btuia nynecHaa cHMnaTHa MeacAy /],a M P om h mhoh, h k xaacAOMy H3 ero acecTOB a 
HeMeflJieHHO HyBCTBOBana OTBeTHyio BiiSparpno. Kor^a oh yBejiHHHBaji KpemeHAO b 
oOneMe, TaxHM o6pa30M, hto >kh3hb bo MHe B03BbiuiajiacB h nepenojiHajiacb b acecTe - 
KaacAOH My3bixajibHOH (J)pa3bi, nepeBeAeHHOH b My3biKanbHoe ABHaceHHe, Bee Moe 
cyrpecTBO BH6pHpOBano b rapMOHHH c hhm. 

1111(139) 

HenoBex AOJiaceH TOBOpHTb, noTOM neTb, 3aTeM TaHpeBaTb. Ho roBOpa - 3to M03r, 
MbiuuieHHe HenoBeica. neHHe 3 to SMorina. Rnacxa - AHOHHCHHecxHH 3KCTa3, KOTOpbiH 
yHOCHT BCe. 

1111(139-140) 

il npOHHTana b BarneM BbinycKe ot 27 cenraOpa 6biJia ony6nHxoBaHa CTaTba, b xoTOpoii 
roBopHTca, hto a "b OjiHacaiunee BpeMa noaBJiiocb b HexoTopbix aHTHHHbix rpenecxHx 
TaHu,ax" h "c pocKoniHbiMH KOCTTOMaMH”. Bbuio 6bi HeB03M0acH0 a^tb omicaHHe Moero 
HcxyccTBa aScojiioTHO 6onee noacHO. 

HecoMHeHHO, xax h xaacAbiii xyAoacHHx Harnero BpeMeHH, a 6bina BAOXHOBJieHa 
rpenecKHM ncxyccTBOM, Tax xax oho aBJiaeTca ochoboh Been Hameii 3anaAHOH KyjibTypbi. 
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KoHenHO, 3to npaB^a, hto b Tenemie niecTHa/maTH aeT a e3,HHJia boccmb pa3 b rpeijHK), h 
hto b ocTaBanacB TaM KajK^BiH pa3, ro Tex nop, noica 3to no3BOJiBJia mob aKOHOMiinecKaB 
CHTyan,HB - ,hjib bch3hh b rpepnn, hto6bi y3HaTt caM hctohhhk KpacoTBi, B^oxHOBeHHe 
Moero ncKyccTBa. Ho 3to BectMa /janeKO ot toto BbiCKa3biBaHHB, hto b xony B03p0Bc/iaTb 
HJ1H BOCCTaHaBJIHBaTb flpeBHHe TaHU,bI. 

BoCCTaHOBHTb CTapHHHbie TaHUbl 6bIJIO 6bl 3a/iaHeH, CTOJIb Bee HeB03M0BCH0H, KaK H 
6ecnone3HOH. TaHeu,, htoSm 6biTb ncxyccTBOM ^jib H ac, aojibcch poflHTbca H3 caMoro 
Ce6B, 113 3MOHHH H BCH3HH HameTO BpeMeHH, Tax Bee, KaK CTapHHHbie TaHU,bI 6bIJIII 
pOBC^eHbl H3 BCH3HH H 3MOHHH flpeBHHX TpeKOB. Be3yCJIOBHO, B MOeH IOHOCTH B npOBena 
flOJirne nacbi BOCTOpBceHHoro BoexnmeHHB nepe^ nap(J)eHOHOM, nepefl cf)pH3aMH, 
(J)pecKaMH, Ba3aMii, (})HrypaMH TaHarpa. 



Ho 3to He 6bijio rnaroM Ha nyTH KonupOBaHHB jih6o MHpoomymeHHB hjih 
npeBoexoflCTBa 3thx mefleBpOB. Hao6opOT, b Tax mojito iBynana hx ajib toto, hto6bi 
norpy3HTb ce6B b ^yx, jieBcamHH b hx ochobc, hto6bi pacKpbiTb TaiiHy 3KCTa3a b hhx, 
nOCTaBHB ee6B B npHKOCHOBeHHe C TeMH HyBCTBaMH, KOTOpbie CHMBOJIH3HpOBaJIH HX 
BCeCTbl. TaKHM o6pa30M, npHHHMaB MOK) flymy o6paTHO K MHCTHHeCKHM HCTOHHHKaM HX 
BOCTOpra, b nojiyHHJia, c Moeii CTOpOHbi, bo3mobchoctb CHOBa Haihri cexpeT KpacoTbi, 
KOTOpaB HaxoflHTCB b tom, hto npeSbreaeT b Cbbtbb cbbtbix. H 3 3toto npHHien MOH 
TaHeu,, - hh rpeHecKHH, hh amnHHbiH, ho KaK HenoepeflCTBemioe cnoHTamioe BbipaBceHHe 
Moeii AyuiH, B03HeceHHoii KpacoToii. 
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JL I,jm Memi ^hohhc He yMep. Oh ecTb BenHbiH Bor, BceMorymHH, BcecHJibHbiH, kotopbih 
nofl pa3HBIMH HMeHaMH H BO MHOrHX (j)OpMaX BAOXHOBJI^eT KaJK^OrO TBOpHeCKOrO 
xyAODXHHxa: KpHiHHa, OcHpnc, ^hohhc - h AaBairre bchomhhm, hto Humne noAnucan 
CBoe nocjieAHee nocjiaHHe "^hohhc pacroiT". 

Hto xacaeTcn BTOpoii uacra Bameii CTaTbH, b xoTOpoii roBopHTcn o hbihihocth mohx 
XOCTKDMOB, X HHKOr^a He HOCHJia aHTHHHbie HJIH pOCKOHIHbie KOCTIOMbI, nOTOMy HTO 
TaHeu, jpix MeHH ecTb BbipanceHue Tena, OTpancaiomero Ayrny b 3xcTa3e. 

Hh DXeCTBMH H n03aMH, HH KOCTIOMaMH H XHTpbIMH ApanHpOBXaMH, HO TOJIbKO C TOHKH 
3peHHH HejioBeHecKoro Tena, TaHeu MonceT nepeAaBaTb CBoe cooOmeHHe HenoBenecTBy: 
ABoiiHoe nocnaHHe AnomiOHa h ^HOHHca - k SoncecTBemiOH My3biKe Baxa, EeTxoBeHa, 
IIIySepTa, Baraepa, BenuxHx mhcthkob h npopoxoB Harneii 3pbi. 

(M3 nucbMa ony 6 jiuKoeaHH 020 e Progres d’Athenes, e 1920 zody. 3decb nepeeod c 
(ppam}y3CKozo - xax u ece aiedywipue luecmb nynKmoe.) 

1111(140) 

Bo3modxho TaHu,eBaTb AByMn cnocoOaMH: 

Modxho SpocHTb ce6n b Ayx TaHpa h TaHpeBaTb caMy Beipb: ^hohhc. 

Hjih modxho C03epu,aTb Ayx TaHpa - h TaHueBaTb xax tot, xto paccxa3biBaeT hctophio: 
AnojuiOH. 


1111(140-141) 

Bee oOeipaHHn Ha Oypyipee x BHDxy b Oojibhioh rnxojie, TAe pera OypyT yuHTbcn 
TaHpeBaTb, neTb, dxhtb paAH MyApocTH h KpacoTa MHpa. 

Poach nucaji: "KorAa Ilpupopa noHHMaeTcn, Torpa nporpecc HaHHHaeTcn". 

To, hto peSeHOx ponnceH nomiTb IIpHpoAy, 03HanaeT, hto oh ponnceH TaHpeBaTb 
corjiacHO pHTMy npupoABi. KpynHbiM coObiTHeM 3toh 3noxH OypeT npoSyncpeHue TaHpa 
xax OnaropOAHoro ncxyccTBa, cecTpbi My3bixu. TaHeu b TeneHue AByx tbichh neT 6biji 
HCXyCCTBOM, 3aXJHOHeHHbIM B TIOpbMy. BciO CBOK) DXH3HB X nbITaJiaCb pa30pBaTb ero 
uenn, htoObi OTxpbiTb BOpoTa h BepHyTb Ha3aA ero CBoOopy. Ilocne ocBoOoDxpeHHn, 
TaHeu OypeT Oojibhioh BpoxHOBnnioipeH chjioh cpeAH HexyceTB: cxyjibnTypa, dxhbohhcb, 
apxHTexTypa HaupyT HOBbie xpbuibn, h TparepHn oypeT dxhtb CHOBa. 

KorAa TaHeu yMep, Tparepun yMepJia, nocxonbxy TaHeu - ahohhchhcxhh Ayx b 
T pareAHH, h 6e3 TaHpa Tparepun noTepnna cboio npuHHHy ObiTHn. 

Ilpencpe, neM x Hanana TaHpeBaTb, Bee TaHpopw 6bijih 3aToneHbi oxoBaMH b 
oOTHTHBaiomyio opencpy, noBTOpnn toa 3a ropoM HexoTOpbie MexaHunecxHe ncecTbi; h 
xorAa Hanana x, tbichhh mopeS, bo Bcex cTpamx MHpa, Hananu TaHpeBaTb opeTbiMH 
Tonbxo b nerxue TyHuxu, BnepBbie oco3HaBan cboOoahbih phtm HenoBenecxoro Tena, h 
ero cooTBeTCTBue c rapMOHHHHbiMu pBHDxeHHUMH npupopbi; tmchhh nKDAeii Hcxanu 
cnoHTaHHoe pBHDxeHue, h oTHomeHHn stoto x Oonbiuoii My3bixe. LUxonbi 6binu co3paHbi 
B COOTBeTCTBHH C MOHMH HpeHMH, BO MHOTHX CTpaHaX, OT ®HHnHHAHH AO IOdXHOH 
AMepuxH. K coDxanemno, sth rnxonbi npuHnnu nucbMO Moero yneHun, ho He ero Ayx. 



65 


Ohh KonupyiOT flBroxeHHii, ho HraopupyiOT ceKpeT BHyTpeHHero HMnyjiBca. 

(M 3 nucbMa (ppamiy3CKOMy mmosHUKy, npueneimeMOMy dux iukojiu.) 

1111(141) 

TaHpeBaTB 03HanaeT >xhtb. To, hto x xony, - 3 to niKona 5XH3HH, noTOMy hto caMtie 
SojitHine 6oraTCTBa nenoBexa b ero flyrne, b ero Boo6pa>xeHHH. Mo>xeT 6 bitb >xh3hb 
nocae 3Toro, ho x He 3Haio, hto mbi Sy^eM hmctb TaM. 3 to to, hto x ^eHCTBHTejiBHO 
3Haio: Harne 6oraTCTBO 3/iecB, Ha 3eMJie HaxoflHTCfl b HameS BOJie, b Hameii BHyTpeHHeii 
5XH3HH. 

1111(142-1) 

Hto ecTB nepB&ra 3aKOH pnx bchkoto iicxyccTBa? KaxoM otbct 6biji 6bi, ecjin 6 bi bcjihkhh 
CK yjiBnTop hjih BejiHKHH miBonnceH pxjm ero? 31 ^yMaio 3 to npocTo: "IIocMOTpHTe Ha 
npnpofly, H3yHHTe Ilpupofly, noHMHTe IlpHpofly - a 3aTeM nonBiTaHTecB BBipa3HTB 
IIpHpofly". 

TaHeH HBJIHeTCM HCKyCCTBOM nOflOSHO BCeM ApyrHM, H 3TO TaXJXe flOJI5XHO HailTH CBOe 
Hanano b stom Sojibhiom nepBOM npHHHHne: H3ynaTB Ilpupo/iy. 

Bbi OTBeTHTe: "Kax TaHu,op MO>xeT yHHTBCn CHanajia b papcTBe IIpHpoflBi, ecjin TaHeu 
COCTOHT H3 COTeH HiaTOB, H 3TH HiaTH H3JIO)XeHBI B KHHTaX no HCKyCCTBy TaHH,a, H XOTfla 
ecTB Bee npaBHJia h o6yneHHe SaneTMeiicTepoB? Ecjih bbi xothtc 6bitb TaHpopaMH, to bbi 
AOJI5KHBI HailTH yHHTeJIH TaHH,a." 

H x OTBeTHJia 6 bi: "TaHeu He coctoht H3 Bcero stoto: TaHeu - 3 to abh^xchhii 
H ejioBenecKoro Tejia b rapMOHHH c ^BH>xeHHflMH 3eMJiH; h ecjin oho He corjiacyeTcn c 
3THMH flBH5XefflMMH, TO OHO JI05XH0." 

3to - nepBBiii 3axoH jpix HCCJieflOBamM Tamja: royHairre ^BH^xemui npupo^Bi. 
1111(142-2) 

TaHeu He pa3BJieneHHe, a pejiurHH, BBipajxeHue >kh3hh. 31 yny 3TOMy MajieH&KHx AeTeii b 
M oeii uiKOJie; 31 HHHero He 3Haio o Tex, kto ^eJiaeT npocToe pa3BJieHeHHe H3 TaHHa. 
3KH3HB - KOpeHB, a HCXyCCTBO - HBeTOK. 

Kax 3th Benin xaeaioTCH Meroi? Hhxto He npocHJi, hto6bi Po^eH HaSiuonaji 3a 
mojioabimh /jeBymxaMH MHpa, H3o6pa>xaK)mHMH cxyjiBnTypy. IIoneMy x nojimia 
HaSmoflaTB, xax ohh TamiyioT? 

(M 3 UHmepebK) dannozo (ppam}y3CKou za3eme, no-(fipam}y3CKu, e omeem na eonpoc o ee 
oijeHKe omnocumejibHo Modnbix marnfee.) 



1111(142-143) 
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HcTHHHOe HCKyCCTBO IipHXOflHT H 3 HyTpH H He HMeeT HHKaKOH HeoGxOflJIMOCTH BHeHIHHX 
yKpameHHH. B MoeS niKOJie y Hac HeT hh SoraTBix koctiomob, hh yKpameHHH, ho tojibko 
KpacoTa, KOTopaa noanMiviaeTca 113 ay him c npnxoaoM BaoxnoBenna, h H 3 Tejia, KOTOpoe 
aBJiaeTca ero chmbojiom. 

Ecjih Moe HCKyCCTBO, a Haaeiocb, 6 bijio b coctomhhh HaymiTB HeMy-HH6yaB, to sto 
TOM y, hto KpacoTa MoaceT 6 bitb HailaeHa b nrpe aeTeii, hbhx 6e3biCKyccTBeHHOCTH c 
npocToayniHeM OTKpbiTbix pyx. 

Bbi BHaejiH hx ceroaHfl, o6pa3yiomHx Kpyr hjih nepeceicaiomHx cpeHy - 6e3ycnoBHO, 
ohh 6onee npeKpacHbi, neM KaKoe-jm6o oacepejme H3 aceMHyra! 3 to moh aparoHeHHOCTH, 
h a He acejiaio hhkbkhx apyrnx. 

^aiiTe xpacoTy, aaiiTe CBo6oay, aaiiTe 3aopOBbe aeTHM; aaiiTe HCKyCCTBO jiioaaM, 
KOTopbie npocaT ero. BemiKaa My3biKa He aojiaoia cjiyacHTB tojibko HJia yaoBOJiBCTBHa 
Tex, kto oco6o npiiBHJierHpoBaH; oho aoJiacHO 6 bitb aaHO CBo6oaHO MaccaM. HcKyccTBO 
h My3BiKa cTOJib ace Heo6xoanMbi ana jnoaefi, kbk B03ayx hjih xjie6, noTOMy hto 
HCK yCCTBO - ayXOBHBIH XJie6 HeJIOBeHeCTBa. 

1111 ( 143 - 1 ) 

CHHTaio, hto b Kaacaoii 5KH3HH ecTB ayxoBHaa jiHHHa, Bocxoaamaa KpHBaa. H Bee, HTO 
npnaepacHBaeT hjih yKpenjiaeT 3Ty jihhhio, aBJiaeTca Harnen peajiBHoi! aormbio; 
ocTajibHoe Bcero jihhib rnenyxa, OTnaaaiomaa Ha nyTH pa3BHTHa >kh3hh. Taxaa ayxoBHaa 
jihhhh - Moe HCKyCCTBO. 

1111 ( 143 - 2 ) 

Moa >KH3HB 3Hajia ana mothb3 - JIk>6obb ii HcKyccTBO. H nacTO JIioSobb yHHHToacajia 
HcKyccTBO - h nacTO noBejiHTejiBHoe TpeSoBamie HcKyccTBa Hecjio TparHHecKHH KOHeu 
JTio6bh, h 3th ana noSyacaemia HHKoraa He 3HajiH corjiacna, ho bcjih nocToaHHyio 
6opb6y. 

1111 ( 143 - 144 ) 

IlaMaTB, riaMaTB - hto TaKoe IlaMaTB? 

HaaTpecHyTaa KpyacKa, H3 kotopoh Bee bhho BBiTeKJio, ocTaBJiaa ero cyxHM h He yrojiaa 
6ojiee acaacay. 

Koraa a nBiTaiocB bchomhhtb coSbiTHa, KOTopbie Sbijih Tax nyaecHBi, TaKHMH >khbbimh h 
apKHMii - KaK a6jiOHeBbiH caa, nepenojiHeHHBin 3pejiBiMH aSjiOKaMH - h Koraa a noMeipaio 
Bee b 3th cjioBa, npOHcxoaHT 3araaoHHoe aBJieHHe, KOTOpoe a He noHHMaio, - aSjiOKH, 
KaaceTca, noxoaaT Ha MepTBBie jiHCTBa, cyxne, B&iacaceHHBie, HHKaKoro coxa hjih 
HHT epeca b ocTaTKe, - ho 3to tojibko noTOMy, hto a He nncaTejiB. Koraa a Tamiyio, to 3to 
apyroe. 
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""(144) 

B KOpOHOBaHHOM XpaMe BCTpena 
OcBeTJiaeT CHOBa pacTymnn fleHb, 

Eerymnn c ero apKHM paccBeTOM 
Bhh3 k bo asm SyxTbi! 

Cmotph, TyMaH CTO-neimi pacceanca! 

Bot oh, cBo6oflHbiii 3 jijihhckhh 6eper! 

Mapa<j)OH - IIjiaTeH coodipaiOT HaM 
rpeHH^ >KHBeT, rpeHHfl CHOBa. 

(ffea cmuxa c "3CTAMIJ: JIuhuu npeKpacnou aurnmnou rDenuu ", ffjH303e(pa L Iapjib3a 
flyHKcma, omija Aucedopbi. Sixmo U3 "OoHajiceHHbie", nodoopiai u3 Kaou(/)op huuckozo 
cmuxa nod pedaKijueu Epep Fapm.) 



/JyHKaH, Aifce^opa. HcKyccTBO TaHija. EOdpaHHoe. 

—Duncan, Isadora. The Art of the Dance (1928), pp. 47-144. 

IJepeeod: A.nanoe. 

29 Mapma 2016 coda.. 


OB ABTOPE 

/fymcaH, Ailceaopa - aMepiiKancKaa Tan no Bunina. An^>Keaa Hnanopa ^emcaH, 
ypO)KAeHHaa Dora Angela Duncan (Isadora Duncan) ponnjiacb b CaH-cppamnicKO 27 Ma % 
1877 rona. B Eonbinon coBeTCKon OHnnKJioneAna (EC3) ron po^nemra 1878 yKa3aH 
omndouHO. Hmh h cj)aMHJimi TaHnoBinnnbi npaBHJibHO npon3HOCHTCM Ffeanopa /JeHKaH, 
o^HaKO b Poccnn ee Bcerna Ha3biBajin Ancenopa ^ymcaH. Flo HapnoHajibHOCTH Ancenopa 
^ymcaH 6biJia npjiannKa. ^era Ancenopbi ^ymcaH yTOHynn BMecTe c muied b 1913 ropy. 
^nflpe, nonice TopAOHa Kp3ra, 6biJio 7 JieT, a IlaTpHKy, cbmy Btapnca lOnmnia 3nHrepa 
6biJio Bcero 4 rona. CaMa ^ymcaH TparnnecKH norndna b Hnnne 14 ceffradpa 1927 rona. 
IloxopOHeHa Ha KJiandnine riep-JIanie3 b IIapH>Ke. 
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/fymcaH - HOBaTOp h pe(J)opMaTOp xopeorpa<J)HH, Aa Bmaa b cbohx TaHpax, 
0 CB 060 )KAeHHbIX OT (J)OpMaJIHCTHHeCKHX XJiaCCHHeCXHX 6aJieTHBIX (J)OpM, nuaCTHHeCKOe 
BonaomeHHe My3MKajiBHoro coAep^xaHHii. OHa npoTHBonocTaBHJia xnaccHHecxoil niKOJie 
6aneTa cbo6oahbih njiacTHHecxHH TaHeu. Hcnojib30Bana ApeBHerpenecxyio nuacTHKy, 
TaHpeBajia b xHTOHe h 6e3 o6yBH. Oahoh H3 nepBbix Hcnojib30Bajia ^jih TaHpa 
CHMcfjOHHHecKyio My3biKy, b tom uncne IIIoneHa, rnioxa, IIIySepTa, BeTxoBeHa, BarHepa. 
Aficeflopa Meurajia o C03AaHHH hoboto nenoBexa, ajm xoTOporo TaHeu, 6yAeT 6onee neM 
ecTecTBeHHbiM AenoM. Cbohm TaHpeM BOCCTaHaBJiHBana rapMOHHio AyniH h Tena. OHa 
OTKpblJia JIIOA^M TaHeu B HHCTOM BH^e, «CaMOHeHHOM HCKJHOHHTeJIbHO B CaMOM ce6e», 
nocTpoeHHOM no 3axoHaM hhctoto HCxyecTBa. B rapMOHHHecxoM ncxyccTBe TaHpa 
Aiiceflopbi ,II,yHKaH cTpeMJieHHe k rapMOHHH h KpacoTe BbipajxeHO b HAeajibHOH cfiopMe. 
OTTaJIKHBa^Cb OT My3bIKH, OHa npHHIJia B ABH>KeHHH K rapMOHHHeCKOMy KaHOHy, H 
HMeHHO no3TOMy CTajia rnaBHOH h eAHHCTBeHHOH ocHOBonojio»cHHu,eH Bcero 
TaHu,eBajibHoro MOAepm. ^yHxaH AoOHJiacb HAeanbHoro eooTBeTCTBna 3MOHHOHajibHOH 
Bbipa)xeHHOCTH My3biKajibHbix h TaHH,eBajibHbix o6pa30B. 3to Sbiji hobbih noAxoA k 
HcxyccTBy TaHpa, hobbih mctoa TBopnecxoro BBipa^xeiiHii, xoTOpbii! HaxoAHJicn 3a 
npepejiaMH ocTeTHHec khx paMOK TpaAHpHOHHOH 6aneTHOH hikojibi. ,H,BH5KeHHe 
pOMcpanocB H3 My3BiKH, a He npeAHiecTBOBano eix 

B 13 jieT AHcepopa SpocHJia niKOJiy, h cepbe3HO 3 ammacb My 3 bixoii h TaHpaMH. Kax 
caMOCTOUTejibHan TaHpoBipHpa ^yHxaH BnepBbie BbicTynujia b By^aneniTe b 1903 ropy, 
nocjie uero, b 1903 r. OHa BMecTe c ceMBeii coBepniHJia najiOMHHnecTBo b rpeunio. 
nepByio cbok) rnxojiy TaHpeB OHa OTxpbiJia BMecTe co CTapmeii cecTpoii 3jiH3a6eT b 1904 
ropy b TepMaHKH b ropope rpKmeBanBAe. B Pocchio OHa npuexajia BnepBbie 10 nHBapn 
1905 ropa. B xoHue 1907 r. ^yHxaH pana Hecxojibxo xoHuepTOB b CamcT-IIeTepSypre. B 
to BpeMa OHa noppyrnuiacb co CTaHHCJiaBCXHM. 16 anpejni 1915 ropa coctohjiocb nepBoe 
npepcTaBJieHHe BTOpoii nacTH "IlaTeTHHecxoH chmcJiohhh" BauxoBCxoro. B Hiojie 1921 
^yHxaH npnexajia b CoBeTcxyio Pocchio no npHTJiameHHio A.B.JIyHanapcxoro h 
JI.B.KpacHHa, h opramooBajia b MocxBe pun peTeii paGonnx xopeorpa(J)HHecxyio rnxojiy 
(oco6hhx Ha yji. IIpeHHCTeHxa, 20), xypa 6bijio npnHHTO oxojio 60 peBonex b B03pacTe ot 
4 ao 10 JieT. IlepBoe BbicTynjieHHe ,U,yHxaH b MocxBe coctohjiocb 7 HonSpn 1921 -to ropa 
Ha cueHe Bojibihoto TeaTpa b ahh npa 3 AHOBamHi neTBepTOH toaobiphhbi OxTii 6 pfl. 
Haxopucb b Pocchh (1921-24), Bbinuia 3 aMy>x 3 a no 3 Ta C.EceHHHa h BMecTe c hhm 
Bbie 3 )xajia b CIIIA (1922-23). B 1922 to Ay y Ancepopbi bo3hhxjih xpynHbie 
Henpn^iTHOCTH nocne Hecxojibxnx HHTepBbio, b xoTopbix OHa Bbicxa3ajiacb 06 aTeH3Me h 
o SojiBHieBHCTcxoH peBOJHOHHH b Pocchh. Ee nocjieAHHe BbicTynjieHHe b Hbio-Hopxe 
C0CT05UIHCB 13 h 15 AHBapfl 1923 roAa b KapHern-xoiui. Ilocjie pa 3 BOAa c CepreeM 
EceHHHbiM, b 1925 roAy, B03BpaTHJiacb b CIIIA, TAe noABeprajiacb TpaBJie xax 
“ 6 ojibmeBHCTCxaa HinHOHxa”. Bbuia jinineHa rpa^xpaiiCTBa CIIIA 3 a Bepemie “xpacHOH 
nponaraHABi”. B pe3ynbTaTe 6 biJia Bbrny^xpeiia nepeexaTb bo OpaiipHio, TAe h ocTaBajiacb 
AO nocjieAHHx pHeii >xh3hh. B 1925 rnxojia, ocHOBaHHan ^yHxaH b Pocchh, 6 biJia JinineHa 
rocyAapCTBeHHoro (JiHHaHCHpoBaHHH, TeM He MeHee rnxojia h CTypHu npocymecTBOBajin 
AO 1949 roAa. Elocjie OTbe3pa ^yHxaH CTypHeH pyxoBOAHJia ee npneMHaa aohb HpMa. 
Illxojia 6 biJia 3axpbiTa no HAeojiornHecxHM coo 6 pa>xeniHiM, xax nponaranpiipyioipafl 
«6one3HeHHoe, pexapeiiTCxoe ncxyccTBO, 3aBe3eHHoe b Harny CTpaHy H3 AMepnxH». 
OAHaxo, 3a ,H,yHxaH nocjieAOBajiH «njiacTHHXH-6ocoH05xxH» JI.H.AjiexceeBa h 
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C.^.PyAHeBa, KOTOptie C03flanH CTyzpiH nnacTHKH h My3tiKajitHoro flBH>KeHHii, 
npOAon^KaiomHe paOoTaTb h r o Hacimmero BpeMeHH. B Pocchh H3,naHbi ^Be khhiti 
Aficeflopti ^yHKaH: «TaHeu 6ynym;ero» (M., 1907) h «Moa >KH3Hb» (M., 1930). 

CeroflHM b pa3Hbix CTpamx MHpa, - AMepmce, OpaHpHH, TepMaHHH, IIlBemni, BeHrpHH, 
rpeuHii h Pocchh, nocne^OBaTejiH HCKyccTBa Anceflopbi /JyHKaH coxparonoT h 
pa3BHBaiOT TpaflHu,HH ee Tamia. CflejiaHa 3anncb opurnHajibHoii xopeorpa(f)HH ^ymcaH b 
HOTax, BbinymeHbi KHHrn no TexHHKe TaHpa, otch^tbi Ha BH^eo opiiriiHanbHbie TaHH,bi 
^yHKaH b HcnojmeHHH coBpeMeHHbix TaHH,opOB. B 2001 ro/iy b CaHKT-IIeTepOypre 6biji 
co3aan KyjibTypHbin U,eHTp Bhctbix HCKyccTB hmchh Ailce,ziopbi /lynKan (Ay nKa n- 
U,eHTp), b paMKax ^eaTejibHOCTH KOTOporo, HannHaa c 2002 ro^a, npOBOflHTCfl 
OKero^HbiH Me)KAyHapoflHbiH OTKpbiTbiii HeKOMMepnecKHH (J)ecTHBajib naMflTH 
Ance^opbi ^ZJyHKaH (OecTHBajib /JyiiKaH). 
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FOREWORD [ nPEflMCJIOBME ] 

A memorial volume consisting of essays by Isadora Duncan, 
forewords by R. Duncan, Margherita Duncan, Mary F. 
Roberts, and others; with reproductions of original 
drawings by L. Bakst, A. Bourdelle, J. Clara and others, 
and with photographs by A. Genthe and E. Steichen. 

Photographs by Steichen and Genthe, drawings by 
Bourdelle, Rodin, and others. Reproductions de dessins 
originaux par Leon Bakst, Antoine Bourdelle, Jose Clara, 
Maurice Denis, Grandjouan, August von Kaulbach, Van 
deering Perrine, Auguste Rodin, Dunoyer de Segonzac et 
Abraham Walkowitz avec des photographies d' Arnold Genthe 
et Edward Steichen. 
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The Art of the Dance 

by Isadora Duncan 

There was a time when I use up the entire notebook 
notes and observations, when I myself was imbued with the 
consciousness of the apostolic values of my art; I was 
saturated with all sorts of beliefs, burning all sorts of 
naive audacity. At that time I wanted to transform human 
life, beginning with the smallest details of costume, 
customs, food. But since then, it took ten years; I was 
able to admit the vanity of my noble aspirations, and now 
I live only the pleasures of work and occupation of their 
art. 

On the dance can convincingly say dancing than typing 
comments and explanations. In addition, all this is 
unnecessary for the art: his truth shall identify itself 
when this truth is really beautiful. 

That's why I do not want to write any more theory or 
speak the guidelines. But I can not for fear of 
accusations of wanting something to promote, explain here 
the idea of the dance, which I have always been. 

For me, dance is not only art that allows the human soul 
to reveal in his movements, but he is also the basis of 
the whole concept of life, more refined, more harmonious, 
more natural. 

Dance is not as likely to think a lot, the combination 
of more or less random "pa", which are the result of a 
mechanical combination, which, if they can be used for 
technical exercises, yet dare not, and claim the title of 
art - it is only a means, not target. 

I studied a lot of visual documents of all times and of 
all the great artists, but I never saw them as images of 
creatures, walking on the tips of the fingers or raising 
the leg above his head; those ugly fake postures and 
movements can never convey the status of the unconscious 
Dionysian ecstasy, which is necessary to the dancer. 
Further movement can not invent, reinvent; they should be 
open in the same way as people in the music opened the 
harmony, but did not invent them. 

Great, the only principle on which I feel entitled to 
rely, it is - a constant, absolute, universal unity of 
form and movement; rhythmic unity, which is observed in 
all manifestations of nature; water, wind, plants, living 
beings, infinitely small particles of matter itself - all 
this is subject to the supreme rhythm, which is a 
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characteristic feature of struenie. Not what nature does 
not make jumps; among all the states and moments of life 
there is a sequence that must rigorously observe in their 
art and dancer, otherwise it will turn into an unnatural, 
devoid of true beauty, a puppet. 

Find the most naturally beautiful shape and find a 
movement that reveals the soul of this form - that is the 
art of the dancer. 

Only because nature can draw their inspiration dancer, 
just as a sculptor, with whom she had so much in common. 
Rodin wrote: "To sculpt, it is not necessary to repeat 
the works of the ancient sculptors, we must first watch 
made of nature and see the only way in which the 
sculptors interpret nature in ancient sculptures." 

Rodin rights; and in his art, I do not copy, as many 
think, a figure from Greek vases, friezes and paintings. 

I just learned they observe nature, and if some of my 
movements resemble poses imprinted on any work of art, it 
is only because they are drawn, as well as those who have 
one great source of Nature. 

I was inspired by the trees move, waves, clouds, the 
relationship that exists between the passion and the 
storm, between the breeze and tenderness, and so on. D. 
And I always try to add to his movements a little of this 
divine sequence, which gives the nature in its whole 
beauty and vitality. 

This, of course, does not mean that anything quite like 
moving and waving their arms and legs to get a natural 
dance! 

In art, the most simple works - those that required the 
greatest effort of synthesis, observation and creativity 
and all the great artists know what works worth approach 
to the great, inimitable prototype - nature. 

I gave her art has been since childhood twenty years of 
continuous work, much of which is technical training, yet 
many believe that I have not. This is because, I repeat, 
that the craft - not a goal but a means. 

In my opinion, the purpose of the dance is an expression 
of the most profound noble feelings of the human soul, 
the feelings that come from Apollo, Pan, Bacchus and 
Aphrodite. Dance should establish fervent in our lives, 
living harmony. And to see the dance only pleasant or 
frivolous entertainment, so just to insult this great 
art. 

There is constant communication between mind and body, 
which is not neglected in antiquity, but which we too 
often forget. Plato was dancing as well as dancing judge 
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and the elders of the ancient republics; this custom 
brought to their minds the grace and poise that made them 
immortal. 

And it is quite natural: the posture and the position 
that we take affect our state of mind: a simple tilting 
of the head, the work done with passion, awakens in us 
the joy of tremors Bacchus, heroism or desire. All 
gestures have a moral resonance, and therefore can 
directly express all sorts of moral status. 

I am deeply convinced that the dancer must be very close 
connection with the works of human art and appearances of 
nature . 

Every movement that you can dance on the beach, and that 
would not be in harmony with the waves of rhythm, every 
movement that you can dance in the woods, and that will 
not be in harmony with shaking branches and foliage, 
every movement that you can dance naked, in the open 
field, and that will not be in harmony with the 
vibrations and privacy landscape - all these movements 
are unnatural and false as they detonate among the great 
lines of nature. 

That's why a dancer should elect mainly movement, 
expressing the strength, health, grace, nobility, or the 
degree of vexation of living things. 

January 9 (Dec. 27) 1913 

047-050. I SEE AMERICA DANCING (1927) [ X BEDKY TAHhYtOIHYtO 

AMEPMKY ] 

I SEE AMERICA DANCING 

IN ONE of his moments of prophetic love for America Walt 
Whitman said, 

"I hear America singing", and I can imagine the mighty 
song that Walt heard, from the surge of the Pacific, over 
the plains, the Voices rising of the vast Choral of 
children, youths, men and women singing Democracy. 

When I read this poem of Whitman's I, too, had a Vision: 
the Vision of America dancing a dance that would be the 
worthy expression of the song Walt heard when he heard 
America singing. This music would have a rhythm as great 
as the undulation, the swing or curves, of the Rocky 
Mountains. It would have nothing to do with the sensual 
tilting of the Jazz rhythm: it would be the vibration of 
the American soul riving upward through labour to 
Harmonious life. No more would this dance that I visioned 
have any vetige of the Fox Trot or the Charleston - 
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rather would it be the living leap of the child springing 
toward the heights, toward its future accomplishment, 
toward a new great vision of life that would express 
America. 

It has often caused me to smile, but somewhat bitterly, 
when people have called my dancing Greek. For I count its 
origin in the stories which my Irish Grandmother often 
told us of crossing the plains with Grandfather in '49 in 
a covered wagon - she eighteen, he twenty-one; and how 
her firt child was born in such a wagon, during a famous 
battle with the Redskins. My grandfather, when the 
Indians were finally frightened away, put his head in at 
the door of the wagon, with smoking gun still in his 
hand, to greet his new-born child. 

When they reached San Francisco, my grandfather built 
one of the first wooden houses; and I remember, when I 
was a little girl, visiting this same house, and my 
grandmother, remembering Ireland, used often to sing the 
Irish songs and dance the Irish jigs; only I fancy that 
into these Irish jigs had crept some of the heroic spirit 
of the Pioneer and the battles with the Redskins - 
probably some of the gestures of the Redskins themselves, 
and, again, a bit of Yankee Doodle when Grandfather 
Colonel Thomas Gray came marching home from the Civil 
War. All this Grandmother danced in the Irish Jig; and I 
learnt it from her, and put into it my own aspiration of 
Young America, and finally my great spiritual revelation 
of life from the lines of Walt Whitman. And that is the 
origin of the so-called Greek dance with which I have 
flooded the world. 

That was the origin, the root. But afterwards, coming to 
Europe, I had three great Masters, the three great 
precursors of the Dance of our century - Beethoven, 
Nietzsche and Wagner. Beethoven created the Dance in 
mighty rhythm, Wagner in sculptural form, Nietzsche in 
Spirit. Nietzsche created the dancing philosopher. 

I often wonder where is the American composer who will 
hear Walt's America singing, and who will compose the 
true music for the American Dance; which will contain no 
Jazz rhythm, no rhythm from the waist down; but from the 
solar plexus, the temporal home of the soul, upwards to 
the Star-Spangled Banner of the sky which arches over the 
great stretch of land from the Pacific, over the Plains, 
over the Sierra Nevadas, over the Rocky Mountains to the 
Atlantic. 
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I pray you, Young American Composer, create the music 
for the dance that shall express the America of Walt 
Whitman, the America of Abraham Lincoln. 

It seems to me monstrous for anyone to believe that the 
Jazz rhythm expresses America. Jazz rhythm express the 
South African savage. America's music will be something 
different. It has yet to be written. No composer has yet 
caught the rhythm of America - it is too mightly for the 
ears of most. But some day it will gush forth from the 
great stretches of earth, rain down from the vast sky 
spaces of stars, and the American will be expressed in 
some mighty music that will shape its chaos to Harmony. 

Long-legged strong boys and girls will dance to this 
music - not the tottering, ape-like convulsions of the 
Charleston, but a striking upward tremendous mounting, 
powerful mounting above the pyramids of Egypt, beyond the 
Parthenon of Greece, an expression of Beauty and Strength 
such as no civilization has ever known. That will be 
America dancing. 

And this dance will have nothing in it either of the 
servile coquetry of the ballet or the sensual convulsion 
of the South African negro. It will be clean. I see 
America dancing, beautiful, strong, with one foot poised 
on the highest point of the Rockies, her two hands 
stretched out from the Atlantic to the Pacific, her fine 
head tossed to the sky, her forehead shining with a crown 
of a million stars. 

How grotesque that they have encouraged in America 
schools of so-called bodily culture, of Swedish 
gymnastics, Daicroze and the ballet. The real American 
type can never be a ballet dancer. The legs are too long, 
the body too supple and the spirit too free for this 
school of affected grace and toe-walking. It is 
noteworthy that all great ballet dancers have been very 
short women with small frames. A tall finely made woman 
could never dance the ballet. The type which expresses 
America at its finest could never dance the ballet. With 
the wildest turn of the imagination, you cannot picture 
the Goddess of Liberty dancing the ballet. 

Then why accept this school in America? 

Henry Ford has expressed the wish that all the children 
of Ford City should dance. He also does not approve of 
the modern dances, but says let them dance the old- 
fashioned Waltz, Mazurka and Minuet. But the old- 
fashioned Waltz and Mazurka are an expression of sickly 
sentimentality and romance, which our youth has grown out 
of; and the Minuet is the expression of the unctuous 
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servility of courtiers of the time of Louis XIV and of 
crinoline. What have these movements to do with the free 
youth of America? Doesn't Mr. Ford know that movements 
are as eloquent as words? 

Why should our children bend the knee in that fastidious 
and servile dance, the Minuet, or twirl in the mazes of 
the false sentimentality of the Waltz? Rather let them 
come forth with great strides, leaps and bounds, with 
lifted forehead and far-spread arms, dancing the language 
of our pioneers, the fortitude of our heroes, the 
justice, kindness, purity of our women, and through it 
all the inspired love and tenderness of our mothers. 

When the American children dance in this way, it will 
make of them Beautiful Beings worthy of the name of 
Democracy. 

That will be America dancing. 

© 1927 . 

Pp. 47-50. 


051-053. THE PHILOSOPHER'S STONE OF DANCING (1920) [ 

OMJIOCOOCKMM KAMEHb TAHIfA ] 

THE PHILOSOPHER'S STONE OF DANCING 

IN MUSIC there are three sorts of composers: first, 
those who think out a scholarly music, who seek about and 
arrange, through their brains, a skillful and subtly 
effective score which appeals through the mind to the 
senses. Second, there are those who know how to translate 
their own emotions into the medium of sound, the joys and 
sorrows of their own hearts creating a music that appeals 
directly to the listener's heart, and brings tears by the 
memories it evokes of joys and sorrows, by the 
remembrance of happiness gone by. Third, there are those 
who, subconsciously, hear with their souls some melody of 
another world, and are able to express this in terms 
comprehensible and joyous to human ears. 

There are likewise three kinds of dancers: first, those 
who consider dancing as a sort of gymnastic drill, made 
up of impersonal and graceful arabesques; second, those 
who, by concentrating their minds, lead the body into the 
rhythm of a desired emotion, expressing a remembered 
feeling or experience. And finally, there are those who 
convert the body into a luminous fluidity, surrendering 
it to the inspiration of the soul. This third sort of 
dancer understands that the body, by force of the soul, 
can in fast be converted to a luminous fluid. The flesh 
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becomes light and transparent, as shown through the X-ray 
- but with the difference that the human soul is lighter 
than these rays. When, in its divine power, it completely 
possesses the body, it converts that into a luminous 
moving cloud and thus can manifest itself in the whole of 
its divinity. This is the explanation of the miracle of 
St. Francis walking on the sea. His body no longer 
weighed like ours, so light had it become through the 
soul. 

Imagine then a dancer who, after long study, prayer and 
inspiration, has attained such a degree of understanding 
that his body is simply the luminous manifestation of his 
soul; whose body dances in accordance with a music heard 
inwardly, in an expression of something out of another, a 
profounder world. This is the truly creative dancer, 
natural but not imitative, speaking in movement out of 
himself and out of something greater than all selves. 

So confident am I that the soul can be awakened, can 
completely possess the body, that when I have taken 
children into my schools I have aimed above all else to 
bring to them a consciousness of this power within 
themselves, of their relationship to the universal 
rhythm, to evoke from them the ecstasy, the beauty of 
this realization. The means to this awakening may be in 
part a revelation of the beauty of nature, and it may be 
in part that sort of music that the third group of 
composers gives us, that arises from and speaks to the 
soul. 

There are perhaps grown people who have forgotten the 
language of the soul. But children understand. It is only 
necessary to say to them: "Listen to the music with your 
soul. Now, while you are listening, do you not feel an 
inner self awakening deep within you - that it is by its 
strength that your head is lifted, that your arms are 
raised, that you are walking slowly toward the light?" 

This awakening is the first lep in dancing, as I 
undertand it. 

When I began to dance with the movements and gestures my 
enraptured soul knew how to communicate to my body, 
others began to imitate me, not understanding that it was 
necessary to go back to a beginning, to find something in 
themselves first. In many theatres and schools I have 
seen these dancers, who comprehended only with the brain, 
who loaded down their dances with gestures; and their 
movements seemed empty, dull and devoid of meaning. What 
they translated through the mind lacked all inspiration, 
all life. So, too, do those systems of dancing that are 
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only arranged gymnastics, only too logically understood 
(Dalcroze, etc.). It seems to me criminal to entrust 
children, who cannot defend themselves, to this injurious 
training; for it is a crime to teach the child to guide 
his growing body by the stern power of the brain, while 
deadening impulse and inspiration. 

The only power that can satisfactorily guide the child's 
body is the inspiration of the soul. 

1920 . 

Pp. 51-53. 


054-063. THE DANCE OF THE FUTURE (1903) [ TAHED; EYflYIfErO 

] 

THE DANCE OF THE FUTURE. 

A WOMAN once asked me why I dance with bare feet and I 
replied, "Madam, I believe in the religion of the beauty 
of the human foot." The lady replied, "But I do not," and 
I said, "Yet you must, Madam, for the expression and 
intelligence of the human foot is one of the greatest 
triumphs of the evolution of man." "But," said the lady, 
"I do not believe in the evolution of man"; at this said 
I, "My task is at an end. I refer you to my most revered 
teachers, Mr. Charles Darwin and Mr. Ernl Haeckel." 

"But," said the lady, "I do not believe in Darwin and 
Haeckel." At this point I could think of nothing more to 
say. So you see that to convince people, I am of little 
value and ought not to speak. But I am brought from the 
seclusion of my study, trembling and stammering before a 
public and told to lecture on the dance of the future. 

If we seek the real source of the dance, if we go to 
nature, we find that the dance of the future is the dance 
of the past, the dance of eternity, and has been and will 
always be the same. 

The movement of waves, of winds, of the earth is ever in 
the same lasting harmony. We do not stand on the beach 
and inquire of the ocean what was its movement in the 
past and what will be its movement in the future. We 
realize that the movement peculiar to its nature is 
eternal to its nature. The movement of the free animals 
and birds remains always in correspondence to their 
nature, the necessities and wants of that nature, and its 
correspondence to the earth nature. It is only when you 
put free animals under false restrictions that they lose 
the power of moving in harmony with nature, and adopt a 
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movement expressive of the restrictions placed about 
them. 

So it has been with civilized man. The movements of the 
savage, who lived in freedom in constant touch with 
Nature, were unrestricted, natural and beautiful. Only 
the movements of the naked body can be perfectly natural. 
Man, arrived at the end of civilization, will have to 
return to nakedness, not to the unconscious nakedness of 
the savage, but to the conscious and acknowledged 
nakedness of the mature Man, whose body will be the 
harmonious expression of his spiritual being. 

And the movements of this Man will be natural and 
beautiful like those of the free animals. 

The movement of the universe concentrating in an 
individual becomes what is termed the will; for example, 
the movement of the earth, being the concentration of 
surrounding forces, gives to the earth its individuality, 
its will of movement. So creatures of the earth, 
receiving in turn these concentrating forces in their 
different relations, as transmitted to them through their 
ancestors and to those by the earth, in themselves evolve 
the movement of individuals which is termed the will. 

The dance should simply be, then, the natural 
gravitation of this will of the individual, which in the 
end is no more nor less than a human translation of the 
gravitation of the universe. 

The school of the ballet of today, vainly striving again 
the natural laws of gravitation or the natural will of 
the individual, and working in discord in its form and 
movement with the form and movement of nature, produces a 
sterile movement which gives no birth to future 
movements, but dies as it is made. 

The expression of the modern school of ballet, wherein 
each action is an end, and no movement, pose or rhythm is 
successive or can be made to evolve succeeding action, is 
an expression of degeneration, of living death. All the 
movements of our modern ballet school are sterile 
movements because they are unnatural: their purpose is to 
create the delusion that the law of gravitation does not 
exist for them. 

The primary or fundamental movements of the new school 
of the dance must have within them the seeds from which 
will evolve all other movements, each in turn to give 
birth to others in unending sequence of still higher and 
greater expression, thoughts and ideas. 
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To those who nevertheless still enjoy the movements, for 
historical or choreographic or whatever other reasons, to 
those I answer: They see no farther than the skirts and 
tricots. But look - under the skirts, under the tricots 
are dancing deformed muscles. Look still farther - 
underneath the muscles are deformed bones. A deformed 
skeleton is dancing before you. This deformation through 
incorrect dress and incorrect movement is the result of 
the training necessary to the ballet. 

The ballet condemns itself by enforcing the deformation 
of the beautiful woman's body! No historical, no 
choreographic reasons can prevail against that! 

It is the mission of all art to express the highest and 
most beautiful ideals of man. What ideal does the ballet 
express ? 

No, the dance was once the most noble of all arts; and 
it shall be again. From the great depth to which it has 
fallen, it shall be raised. The dancer of the future 
shall attain so great a height that all other arts shall 
be helped thereby. 

To express what is the most moral, healthful and 
beautiful in art - this is the mission of the dancer, and 
to this I dedicate my life. 

These flowers before me contain the dream of a dance; it 
could be named "The light falling on white flowers." A 
dance that would be a subtle translation of the light and 
the whiteness. So pure, so strong, that people would say: 
it is a soul we see moving, a soul that has reached the 
light and found the whiteness. We are glad it should move 
so. Through its human medium we have a satisfying sense 
of movement, of light and glad things. Through this human 
medium, the movement of all nature runs also through us, 
is transmitted to us from the dancer. We feel the 
movement of light intermingled with the thought of 
whiteness. It is a prayer, this dance; each movement 
reaches in long undulations to the heavens and becomes a 
part of the eternal rhythm of the spheres. 

To find those primary movements for the human body from 
which shall evolve the movements of the future dance in 
ever-varying, natural, unending sequences, that is the 
duty of the new dancer of today. 

As an example of this, we might take the pose of the 
Hermes of the Greeks. He is represented as flying on the 
wind. If the artist had pleased to pose his foot in a 
vertical position, he might have done so, as the God, 
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flying on the wind, is not touching the earth; but 
realizing that no movement is true unless suggesting 
sequence of movements, the sculptor placed the Hermes 
with the ball of his foot resting on the wind, giving the 
movement an eternal quality. 

In the same way I might make an example of each pose and 
gesture in the thousands of figures we have left to us on 
the Greek vases and bas-reliefs; there is not one which 
in its movement does not presuppose another movement. 

This is because the Greeks were the greatest students of 
the laws of nature, wherein all is the expression of 
unending, ever-increasing evolution, wherein are no ends 
and no tops. 

Such movements will always have to depend on and 
correspond to the form that is moving. The movements of a 
beetle correspond to its form. So do those of the horse. 
Even so the movements of the human body must correspond 
to its form. The dances of no two persons should be 
alike. 

People have thought that so long as one danced in 
rhythm, the form and design did not matter; but no, one 
must perfectly correspond to the other. The Greeks 
understood this very well. There is a statuette that 
shows a dancing cupid. It is a child's dance. The 
movements of the plump little feet and arms are perfectly 
suited to its form. The sole of the foot rests flat on 
the ground, a position which might be ugly in a more 
developed person, but is natural in a child trying to 
keep its balance. One of the legs is half raised; if it 
were outstretched it would irritate us, because the 
movement would be unnatural. There is also a statue of a 
satyr in a dance that is quite different from that of the 
cupid. His movements are those of a ripe and muscular 
man. They are in perfect harmony with the structure of 
his body. 

The Greeks in all their painting, sculpture, 
architecture, literature, dance and tragedy evolved their 
movements from the movement of nature, as we plainly see 
expressed in all representations of the Greek gods, who, 
being no other than the representatives of natural 
forces, are always designed in a pose expressing the 
concentration and evolution of these forces. This is why 
the art of the Greeks is not a national or characteristic 
art but has been and will be the art of all humanity for 
all time. 
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Therefore dancing naked upon the earth I naturally fall 
into Greek positions, for Greek positions are only earth 
positions. 

The noblest in art is the nude. This truth is recognized 
by all, and followed by painters, sculptors and poets; 
only the dancer has forgotten it, who should most 
remember it, as the instrument of her art is the human 
body itself. 

Man's fist conception of beauty is gained from the form 
and symmetry of the human body. The new school of the 
dance should begin with that movement which is in harmony 
with and will develop the highest form of the human body. 

I intend to work for this dance of the future. I do not 
know whether I have the necessary qualities: I may have 
neither genius nor talent nor temperament. But I know 
that I have a Will; and will and energy sometimes prove 
greater than either genius or talent or temperament. 

Let me anticipate all that can be said against my 
qualification for my work, in the following little fable: 

The Gods looked down through the glass roof of my studio 
and Athene said, "She is not wise, she is not wise, in 
fact, she is remarkably stupid." 

And Demeter looked and said, "She is a weakling; a 
little thing - not like my deep-breasted daughters who 
play in the fields of Eleusis; one can see each rib; she 
is not worthy to dance on my broadwayed Earth." And Iris 
looked down and said, "See how heavily she moves - does 
she guess nothing of the swift and gracious movement of a 
winged being?" And Pan looked and said, "What? Does she 
think she knows aught of the movements of my satyrs, 
splendid ivy-horned fellows who have within them all the 
fragrant life of the woods and waters?" And then 
Terpsichore gave one scornful glance; "And she calls that 
dancing! Why, her feet move more like the lazy steps of a 
deranged turtle." 

And all the Gods laughed; but I looked bravely up 
through the glass roof and said: "0 ye immortal Gods, who 
dwell in high Olympus and live on Ambrosia and Honey- 
cakes, and pay no studio rent nor bakers' bills thereof, 
do not judge me so scornfully. It is true, 0 Athene, that 
I am not wise, and my head is a rattled institution; but 
I do occasionally read the word of those who have gazed 
into the infinite blue of rhine eyes, and I bow my empty 
gourd head very humbly before thine altars. And, 0 
Demeter of the Holy Garland," I continued, "it is true 
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that the beautiful maidens of your broad-wayed earth 
would not admit me of their company; still I have thrown 
aside my sandals that my feet may touch your life-giving 
earth more reverently, and I have had your sacred Hymn 
sung before the present day Barbarians, and I have made 
them to listen and to find it good. 

"And, 0 Iris of the golden wings, it is true that mine 
is but a sluggish movement; others of my profession have 
luted more violently against the laws of gravitation, 
from which laws, 0 glorious one, you are alone exempt. 

Yet the wind from your wings has swept through my poor 
earthy spirit, and I have often brought prayers to your 
courage-inspiring image. 

"And, 0 Pan, you who were pitiful and gentle to simple 
Psyche in her wanderings, think more kindly of my little 
attempts to dance in your woody places. 

"And you most exquisite one, Terpsichore, send to me a 
little comfort and strength that I may proclaim your 
power on Earth during my life; and afterwards, in the 
shadowy Hades, my wistful spirit shall dance dances 
better yet in thine honour." 

Then came the voice of Zeus, the Thunderer: 

"Continue your way and rely upon the eternal justice of 
the immortal Gods; if you work well they shall know of it 
and be pleased thereof." 

In this sense, then, I intend to work, and if I could 
find in my dance a few or even one single position that 
the sculptor could transfer into marble so that it might 
be preserved, my work would not have been in vain; this 
one form would be a gain; it would be a first step for 
the future. My intention is, in due time, to found a 
school, to build a theatre where a hundred little girls 
shall be trained in my art, which they, in their turn, 
will better. In this school I shall not teach the 
children to imitate my movements, but to make their own. 

I shall not force them to study certain definite 
movements; I shall help them to develop those movements 
which are natural to them. Whosoever sees the movements 
of an untaught little child cannot deny that its 
movements are beautiful. They are beautiful because they 
are natural to the child. Even so the movements of the 
human body may be beautiful in every stage of development 
so long as they are in harmony with that stage and degree 
of maturity which the body has attained. There will 
always be movements which are the perfect expression of 
that individual body and that individual soul; so we must 
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not force it to make movements which are not natural to 
it but which belong to a school. An intelligent child 
must be astonished to find that in the ballet school it 
is taught movements contrary to all those movements which 
it would make of its own accord. 

This may seem a question of little importance, a 
question of differing opinions on the ballet and the new 
dance. But it is a great question. It is not only a 
question of true art, it is a question of race, of the 
development of the female sex to beauty and health, of 
the return to the original strength and to natural 
movements of woman's body. It is a question of the 
development of perfect mothers and the birth of healthy 
and beautiful children. The dancing school of the future 
is to develop and to show the ideal form of woman. It 
will be, as it were, a museum of the living beauty of the 
period. 

Travellers coming into a country and seeing the dancers 
should find in them that country's ideal of the beauty of 
form and movement. But strangers who today come to any 
country, and there see the dancers of the ballet school, 
would get a strange notion indeed of the ideal of beauty 
in that country. More than this, dancing like any art of 
any time should reflect the highest point the spirit of 
mankind has reached in that special period. Does anybody 
think that the present day ballet school expresses this? 

Why are its positions in such contrast to the beautiful 
positions of the antique sculptures which we preserve in 
our museums and which are constantly presented to us as 
perfect models of ideal beauty? Or have our museums been 
founded only out of historical and archaeological 
interest, and not for the sake of the beauty of the 
objects which they contain? 

The ideal of beauty of the human body cannot change with 
fashion but only with evolution. Remember the ory of the 
beautiful sculpture of a Roman girl which was discovered 
under the reign of Pope Innocent VIII, and which by its 
beauty created such a sensation that the men thronged to 
see it and made pilgrimages to it as to a holy shrine, so 
that the Pope, troubled by the movement which it 
originated, finally had it buried again. 

And here I want to avoid a misunderstanding that might 
easily arise. From what I have said you might conclude 
that my intention is to return to the dances of the old 
Greeks, or that I think that the dance of the future will 
be a revival of the antique dances or even of those of 
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the primitive tribes. No, the dance of the future will be 
a new movement, a consequence of the entire evolution 
which mankind has passed through. To return to the dances 
of the Greeks would be as impossible as it is 
unnecessary. We are not Greeks and therefore cannot dance 
Greek dances. 

But the dance of the future will have to become again a 
high religious art as it was with the Greeks. For art 
which is not religious is not art, is mere merchandise. 

The dancer of the future will be one whose body and soul 
have grown so harmoniously together that the natural 
language of that soul will have become the movement of 
the body. The dancer will not belong to a nation but to 
all humanity. She will dance not in the form of nymph, 
nor fairy, nor coquette, but in the form of woman in her 
greatest and purest expression. She will realize the 
mission of woman's body and the holiness of all its 
parts. She will dance the changing life of nature, 
showing how each part is transformed into the other. From 
all parts of her body shall shine radiant intelligence, 
bringing to the world the message of the thoughts and 
aspirations of thousands of women. She shall dance the 
freedom of woman. 

Oh, what a field is here awaiting her! Do you not feel 
that she is near, that she is coming, this dancer of the 
future! She will help womankind to a new knowledge of the 
possible strength and beauty of their bodies, and the 
relation of their bodies to the earth nature and to the 
children of the future. She will dance the body emerging 
again from centuries of civilized forgetfulness, emerging 
not in the nudity of primitive man, but in a new 
nakedness, no longer at war with spirituality and 
intelligence, but joining with them in a glorious 
harmony. 

This is the mission of the dancer of the future. Oh, do 
you not feel that she is near, do you not long for her 
coming as I do? Let us prepare the place for her. I would 

build for her a temple to await her. Perhaps she is yet 

unborn, perhaps she is now a little child. Perhaps, oh 

blissful! it may be my holy mission to guide her first 

steps, to watch the progress of her movements day by day 
until, far outgrowing my poor teaching, her movements 
will become godlike, mirroring in themselves the waves, 
the winds, the movements of growing things, the flight of 
birds, the passing of clouds, and finally the thought of 
man in his relation to the universe. 
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Oh, she is coming, the dancer of the future: the free 
spirit, who will inhabit the body of new woman; more 
glorious than any woman that has yet been; more beautiful 
than the Egyptian, than the Greek, the early Italian, 
than all women of past centuries - the highest 
intelligence in the freest body! 

1902 or 1903. © 1909. 

http://idvm.chat.ru/texts/bibe/duncan-dance-of- 
future.htm#begin 
Pp. 54-63. 

064-065. THE PARTHENON (1904) [ nAPOEHOH ] 

THE PARTHENON 

ANYONE who, arriving at the foot of the Acropolis, has 
mounted with prayerful feet toward the Parthenon, and at 
length standing before this monument of the one immortal 
Beauty, feeling his soul lifting towards this glorious 
form, realizing that he has gained that secret middle 
place from which radiate in vast circles all knowledge 
and all Beauty - and that he has arrived at the core and 
root of this beauty - who, lifting his eyes to the 
rhythmical succession of Doric columns, has felt "form" 
in its finest and noblest sense fulfill the spirit's 
highest want of form, that one will understand for what I 
am striving in my first dance tonight. It is my effort to 
express the feeling of the human body in relation to the 
Doric column. 

For the last four months, each day I have stood before 
this miracle of perfection wrought of human hands. I have 
seen around it sloping the Hills, in many forms, but in 
direct contrast to them the Parthenon, expressing their 
fundamental idea. Not in imitation of the outside forms 
of nature, but in understanding of nature's great secret 
rules, rise the Doric columns. 

The first days as I stood there my body was as nothing 
and my soul was scattered; but gradually called by the 
great inner voice of the Temple, came back the parts of 
my self to worship it: first came my soul and looked upon 
the Doric columns, and then came my body and looked - but 
in both were silence and stillness, and I did not dare to 
move, for I realized that of all the movements my body 
had made, none was worthy to be made before a Doric 
Temple. And, as I stood thus, I realized that I must find 
a dance whose effort was to be worthy of the Temple - or 
never dance again. 
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Neither Satyr nor Nymph had entered here, neither 
Shadows nor Bacchantes. All that I had danced was 
forbidden this Temple - neither love nor hate nor fear, 
nor joy nor sorrow - only a rhythmic cadence, those Doric 
columns - only in perfect harmony this glorious Temple, 
calm through all the ages. 

For many days no movement came to me. And then one day 
came the thought: These columns which seem so straight 
and still are not really straight, each one is curving 
gently from the base to the height, each one is in 
flowing movement, never resting, and the movement of each 
is in harmony with the others. And, as I thought this, my 
arms rose slowly toward the Temple, and I leaned forward 
- and then I knew I had found my dance, and it was a 
Prayer. 

1903 or 1904. 

Pp. 64-65. 

0 6 6-07 0. THE DANCER AND NATURE (1905) [ TAHhOBIfMK M 

riPMPOflA ] 

THE DANCER AND NATURE 

IN NO country is the soul made so sensible of Beauty and 
of Wisdom as in Greece. Gazing at the sky one knows why 
Athene, the Goddess of Wisdom, was called "the Blue-Eyed 
One", and why learning and beauty are always joined in 
her service. And one feels also why Greece has been the 
land of great philosophers, lovers of wisdom, and why the 
greatest of these has called the highest beauty the 
highest wisdom. . . . 

Does the recognition of Beauty as the highest Idea 
belong wholly to the province of Man's Intellect? . . . 

Or do you think that a woman might also attain to a 
knowledge of the highest beauty? Considering women in our 
country as they are today, does it not seem that very few 
among them have a true feeling and love for beauty as an 
Idea? Does it not seem they have recognition of that 
which is trifling and pretty only, but are blind to true 
beauty? 

At the words "true beauty" there comes before my eyes a 
procession of figures, women's figures, draped lightly in 
noble draperies. They go two and two, and the harmony of 
their bodies swaying to their steps is like music. 

One might well be led to believe that women are 
incapable of knowing beauty as an Idea, but I think this 
only seems so, not because they are incapable of 
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perceiving but only because they are at present blind to 
the chief means in their power of understanding True 
Beauty. Through the eyes beauty most readily finds a way 
to the soul, but there is another way for women - perhaps 
an easier way - and that is through the knowledge of 
their own bodies. 

The human body has through all ages itself been the 
symbol of highest beauty. I see a young goatherd sitting 
surrounded by his flock, and before him, rose-tipped of 
the sun, stands the Goddess of Cyprus, and she smiles as 
she reaches her hand for the prize which she knows to be 
hers. That exquisitely poised head, those shoulders 
gently sloping, those breasts firm and round, the ample 
waist with its free lines, curving to the hips, down to 
the knees and feet - all one perfect whole. 

The artist without this first consciousness of 
proportion and line of the human form could have had no 
consciousness of the beauty surrounding him. When his 
ideal of the human form is a noble one, then his 
conception of all line and form in Nature is noblest: the 
knowledge of sky and earth forms - and from this the 
conception of line and form of architecture, painting and 
sculpture. All art - does it not come originally from the 
first human consciousness of the nobility of the lines of 
the human body? 

How shall woman attain a knowledge of this beauty? Shall 
she find this knowledge in the gymnasium examining her 
muscles, in the museum regarding the sculptured forms, or 
by the continual contemplation of beautiful objects, and 
the reflection of them in the mind? These are all ways, 
but the chief thing is, she must live this beauty, and 
her body must be the living exponent of it. 

Not by the thought or contemplation of beauty only, but 
by the living of it, will woman learn. And as form and 
movement are inseparable, I might say that she will learn 
by that movement which is in accordance with the 
beautiful form. 

And how shall one name that movement which is in accord 
with the most beautiful human form? There is a name, the 
name of one of the oldest of the arts - time-honored as 
one of the nine Muses - but it is a name that has fallen 
into such disrepute in our day that it has come to mean 
jut the opposite of this definition. I would name it the 
Dance. Woman is to learn beauty of form and movement 
through the dance. 

I believe here is a wonderful undiscovered inheritance 
for coming womanhood, the old dance which is to become 
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the new. She shall be sculpture not in clay or marble but 
in her own body which she shall endeavor to bring to the 
highest state of plastic beauty; she shall be painter, 
but, as part of a great picture, she shall mingle in many 
groups of new changing light and color. With the movement 
of her body she shall find the secret of perfect 
proportion of line and curve. The art of the dance she 
will hold as a great well-spring of new life for 
sculpture, painting and architecture. 

Before woman can reach high things in the art of the 
dance, dancing must exist as an art for her to practice, 
which at the present day in our country it certainly does 
not. 

Where are we to look for the great fountain-head of 
movement? Woman is not a thing apart and separate from 
all other life organic and inorganic. She is but a link 
in the chain, and her movement must be one with the great 
movement which runs through the universe; and therefore 
the fountain-head for the art of the dance will be the 
study of the movements of Nature. 

With the strengthening of the breeze over the seas, the 
waters form in long undulations. Of all movement which 
gives us delight and satisfies the soul's sense of 
movement, that of the waves of the sea seems to me the 
finest. This great wave movement runs through all Nature, 
for when we look over the waters to the long line of 
hills on the shore, they seem also to have the great 
undulating movement of the sea; and all movements in 
Nature seem to me to have as their ground-plan the law of 
wave movement. 

Yesterday we were speaking of the movement in Nature, 
saying that the wave movement was the great foundation. 
The idea continually presents itself to me, and I see 
waves rising through all things. Looking through the 
trees they seem also to be a pattern conforming to lines 
of waves. We might think of them from another standpoint: 
that all energy expresses itself through this wave 
movement. For does not sound travel in waves, and light 
also? And when we come to the movements of organic 
nature, it would seem that all free natural movements 
conform to the law of wave movement: the flight of birds, 
for instance, or the bounding of animals. It is the 
alternate attraction and resistance of the law of gravity 
that causes this wave movement. 

I see dance motifs in all things about me. All true 
dance movements possible to the human body exist 
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primarily in Nature. What is "true dance" in opposition 
to what might be named the false dance? The true dance is 
appropriate to the most beautiful human form; the false 
dance is the opposite of this definition - that is, that 
movement which conforms to a deformed human body. First 
draw me the form of a woman as it is in Nature. And now 
draw me the form of a woman in a modern corset and the 
satin slippers used by our modern dancers. Now do you not 
see that the movement that would conform to one figure 
would be perfectly impossible for the other? To the first 
all the rhythmic movements that run through Nature would 
be possible. They would find this form their natural 
medium for movement. To the second figure these movements 
would be impossible on account of the rhythm being 
broken, and stopped at the extremities. 

We cannot take movements for the second figure from 
Nature, but must on the contrary go according to set 
geometrical figures based on straight lines; and that is 
exactly what the school of dance of our day has done. 

They have invented a movement which conforms admirably to 
the human figure of the second illustration, but which 
would be impossible to the figure as drawn in our first 
sketch. Therefore it is only those movements which would 
be natural to the first figure that I call the true 
dance. 

What I name as "deformed" is by many people held to be 
an evolution in form to something higher, and the dance 
which would be appropriate to woman's natural form would 
be held by them as primitive and uncultivated. Whereas 
they would name the dance which is appropriate to the 
form much improved, compressed in corsets and shoes, as 
the dance appropriate to the culture of the present day. 
How would one answer these people? 

That man's culture is the making use of Nature's forces 
in channels harmonious to those forces, and never the 
going directly against Nature and all art intimately 
connected with Nature at its roots; that the painter, the 
poet, the sculptor and the dramatist do but fix for us 
through their work according to their ability to observe 
in Nature; that Nature always has been and must be the 
great source of all art; and that there is a complete 
separation of the dancer's movement from the movement of 
Nature .... 

Probably 1905. 

Pp. 66-70. 
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071-073. WHAT DANCING SHOULD BE (1906) [ KAKMM flOJDKEH 

ELITb TAHEI} ] 

WHAT DANCING SHOULD BE 


I WAS sitting in my study this afternoon, regarding by 
the light of the dying day some little figures on my 
book-shelf, a Satyr, a Nymph, an Amazon, an Eros; and the 
movement of each was different, and the movement of each 
was beautiful. Why beautiful? Because the movement of 
each was in direct correspondence with the form and 
symmetry of each; therefore the form and the movement 
were one. I was regarding these figures in turn, and my 
enjoyment of the harmonies in their lines was like that 
of listening to music, when the door opened, and quite 
unannounced a little girl came in. She ran to me, and 
throwing her arms about me, cried, "Dear sweet Miss 
Duncan, I liked your dance so much, I must come and see 
you ." 

I regarded the glowing life in the face of the child. 
Something there seemed familiar to me. What was it? 
Unconsciously I raised my eyes to the shelf where danced 
my fauns and nymphs. Was it not there, the resemblance? 
The eternal childhood of the world? The Golden Age, does 
it not live again, in all ages in all children? 

"And why do you find my dance beautiful, little one?" I 
asked. 

"Because it is so natural," answered the child. 

"And," I said, "are all natural things beautiful?" for I 
would learn from the child a definition of beauty; and 
the child answered gladly, "Yes!" 

0 wise little philosopher, who answers from the sureness 
of instinct, without need of consideration! Yes, for 
Beauty is the soul and the laws of the Universe, and all 
that is in accordance with this soul and these laws is 
Beauty. And ugliness is only that which is against the 
harmony of these laws. 

The dance and sculpture are the two arts most closely 
united, and the foundation of both is Nature. The 
sculptor and the dancer both have to seek in Nature the 
most beautiful forms, and the movements which inevitably 
express the spirit of those forms. So the teaching of 
sculpture and of the dance ought to go hand in hand. The 
sculptor may interpret the movements and the forms 
imaginatively, but only the study of Nature can serve as 
a foundation. The study of living figures that dance 
spontaneously, each an expression of an individual soul, 
of its deepest understanding and personal power, is what 
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the school should offer the sculptor, and what I wish to 
bring about. 

Must the sculptor draw all from his imagination, or from 
the memory of what is left to us from Greek art? I say 
that is not sufficient for inspiration - for a great 
living work. Now where shall the sculptor of today find 
beautiful living forms in rhythmic movement? Let him 
leave his studio and his model and go to the opera, to 
see the school of the dance as represented by the 
national ballet: let him go pencil and paper in hand, and 
then let him tell us whether he has found one pose, one 
movement, one suggestion for the beauty of free woman's 
body in the expression of the highest beauty, one feeling 
which would inspire an art work of purity and holiness. 

So I say that the relation of the new school of the 
dance to sculpture is to be a very close one. From its 
earliest stages, when the little ones begin their first 
childish movements, we will have days when every sculptor 
who asks shall be admitted to study the free unconscious 
movements of the children without clothes. And as 
gradually the movements of the little girls develop and 
become full, rhythmical and beautiful, they will be more 
and more a source of light for sculptors. 

Have you ever seen the little girls who are studying in 
the ballet of today? The little girls sweet, bright and 
graceful - but their feet are being tortured into 
deformed shapes. Their tender little bodies already are 
being forced into tight bodices and baby corsets, while 
their natural graceful movements are being tormented into 
unnatural straight kickings of the legs, toe walking, and 
all sorts of awkward contortions which are directly 
contrary to what a child's natural movement would be if 
developed in the line of reason and beauty. 

I witnessed such a children's ballet once at the Berlin 
Opera House, and I say it is a shame and a disgrace to 
the intelligence of the German nation. Now whence does 
this style of dancing come? It comes from France, from 
the time of the most polluted of courts, and I say it 
suited the falseness and shallowness of those courts 
perfectly, but it does not suit our time, and it does not 
find itself at home in a nation in which Schiller and 
Goethe and Richard Wagner and many other great and 
beautiful souls have written what real dancing should be. 

What dancing should be - how many poets, how many 
philosophers, how many scientist of Germany have written 
beautiful lines on this subject! And they have mostly 
written of little children dancing, or of maidens 
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dancing, or of one woman dancing. And when one reads such 
lines, it is like a call from the depths of their poet- 
souls: "0 Woman, come before us, before our eyes longing 
for beauty, and tired of the ugliness of this 
civilization, come in simple tunics, letting us see the 
line and harmony of the body beneath, and dance for us. 
Dance us the sweetness of life and its meanings, dance 
for us the movements of birds, the waters, waving trees, 
floating clouds, dance for us the holiness and beauty of 
woman's body." 

Like a call it has come from the souls of these great 
ones to women: "Give us again the sweetness and beauty of 
the true dance, give us again the joy of seeing the 
simple unconscious pure body of woman." Like a great call 
it has come, and women must hear and answer it. 

(1905 or 1906) 

Pp. 71-73. 

074-076. A CHILD DANCING (1906) [ PEBEHOK TAHhYtOIUMM ] 

A CHILD DANCING 

SEATED on the beach at Noordwijk, I look on while my 
little niece, who has come to visit me, from the 
Griinewald School, dances here before the waves. I gaze 
across the vast expanse of surging water - wave after 
wave streaming endlessly past, throwing up the white 
foam. And in front of it all the dainty little figure in 
her white fluttering dress, dancing before the monstrous 
sea! And I feel as though the heart-beat of her little 
life were sounding in unison with the mighty life of the 
water, as though it possessed something of the same 
rhythm, something of the same life, and my heart rejoices 
at her dancing. 

For a long time I am lost in contemplation, and her 
dance by the sea seems to me to contain in little the 
whole problem on which I am working. It seems to reflect 
the naturally beautiful motions of the human body, in the 
dance. She dances because she is full of the joy of life. 
She dances because the waves are dancing before her eyes, 
because the winds are dancing, because she can feel the 
rhythm of the dance throughout the whole of nature. To 
her it is a joy to dance; to me it is a joy to watch her. 
It is summer now, here by the sea, and life is filled 
with joy; but I think of winter, in the towns, in the 
streets, in the houses, of life in the towns in the 
gloomy winter. How can the life of nature, the joy of 
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summer, of sunshine, the joy of a child dancing by the 
sea, how can all this beauty be drawn into life, into the 
towns? Can the dancer sugget all this and remind men of 
it in the winter time, in the cities? Can she call up 
within me the same delight which she is giving me now as 
I sit here on the beach and watch her dancing? 

I look more closely and study her movements. What is 
this dance she is dancing? I see that the simple 
movements and steps are those she has learnt in our 
school during the past two years. But she invests them 
with her own spontaneous child-like feelings, her own 
child-like happiness. She is only dancing what she has 
been taught, but the movements taught her are so 
completely in harmony with her child-like nature that 
they seem to spring direct from her inmost being. 

In the memoranda for my method of inrstruction I have 
laid it down that:- "The child must not be taught to make 
movements, but her soul, as it grows to maturity must be 
guided and instructed; in other words, the body must be 
taught to express itself by means of the motions which 
are natural to it. We do not allow the child to make a 
single movement unless it knows why it makes it. I do not 
mean to say that the meaning of every motion must be 
explained to the child in words, but that the motion must 
be of such a nature that the child feels the reason for 
it in every fibre. In this way the child will become 
versed in the simple language of gestures." 

These first memoranda in my notebook come back to my 
memory as I sit here watching Temple dancing on the 
beach. Her dancing is, in a sense, an epitome of all the 
hopes and all the efforts I have expended on my school 
since its foundation. 

I can picture to myself the smile of amusement with 
which some learned professor of the hitory of dancing 
will read these simple lines. He will doubtless begin 
with a long dissertation on the history of dancing in 
every country and age. He will prove conclusively that 
the art of dancing cannot be acquired either in the 
woods, or by the seashore, and that it would be madness 
to found a school in the belief that it was possible. But 
if we are to bring about a renaissance of the art of 
dancing, it will not spring from the head of any learned 
professor, but will rather bud forth from the joyous 
movements of children's bodies, guided by the flute of 
the great god Pan himself. 


1906. 

Pp. 74-76. 
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077-079. MOVEMENT IS LIFE (1909) [ flBIDKEHME - XM3Hb ] 

MOVEMENT IS LIFE 


STUDY the movement of the earth, the movement of plants 
and trees, of animals, the movement of winds and waves - 
and then udy the movements of a child. You will find that 
the movement of all natural things works within 
harmonious expression. And this is true in the firt years 
of a child's life; but very soon the movement is imposed 
from without by wrong theories of education, and the 
child soon loses its natural spontaneous life, and its 
power of expressing that in movement. 

I notice that a baby of three or four coming to my 
school is responsive to the exaltation of beautiful 
music, whereas a child of eight or nine is already under 
the influence of a conventional and mechanical conception 
of life imposed upon it by the pedagogues. The child of 
nine has already entered into the prison of conventional 
and me chanical movement, in which it will remain and 
suffer its entire life, until advancing age brings on 
paralysis of bodily expression. 

When asked for the pedagogic program of my school, I 
reply: "Let us first teach little children to breathe, to 
vibrate, to feel, and to become one with the general 
harmony and movement of nature. Let us firt produce a 
beautiful human being, a dancing child. "Nietzsche has 
said that he cannot believe in a god that cannot dance. 

He has also said, "Let that day be considered loft on 
which we have not danced". 

But he did not mean the execution of pirouettes. He 
meant the exaltation of life in movement. 

The harmony of music exis equally with the harmony of 
movementin nature. 

Man has not invented the harmony of music. It is one of 
the underlying principles of life. Neither could the 
harmony of movement be invented: it is essential to draw 
one's conception of it from Nature herself, and to seek 
the rhythm of human movement from the rhythm of water in 
motion, from the blowing of the winds on the world, in 
all the earth's movements, in the motions of animals, 
fish, birds, reptiles, and even in primitive man, whose 
body still moved in harmony with nature. 

With the first conception of a conscience, man became 
selfconscious, lo the natural movements of the body; 
today in the light of intelligence gained through years 
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of civilization, it is essential that he consciously seek 
what he has unconsciously loft. 

All the movements of the earth follow the lines of wave 
motion. Both sound and light travel in waves. The motion 
of water, winds, trees and plants progresses in waves. 

The flight of a bird and the movements of all animals 
follow lines like undulating waves. If then one seeks a 
point of physical beginning for the movement of the human 
body, there is a clue in the undulating motion of the 
wave. It is one of the elemental facts of nature, and out 
of such elementals the child, the dancer, absorbs 
something basic to dancing. 

The human being too is a source. Dancing expresses in a 
diflerent language, different from nature, the beauty of 
the body; and the body grows more beautiful with dancing. 
All the conscious art of mankind has grown out of the 
discovery of the natural beauty of the human body. Men 
tried to reproduce it in sand or on a wall, and painting 
thus was born. From our understanding of the harmonies 
and proportions of the members of the body sprang 
architeure. From the wish to glorify the body sculpture 
was created. 

The beauty of the human form is not chance. One cannot 
change it by dress. The Chinese women deformed their feet 
with tiny shoes; women of the time of Louis XIV deformed 
their bodies with corsets; but the ideal of the human 
body must forever remain the same. The Venus of Milo ands 
on her pedetal in the Louvre for an ideal; women pass 
before her, hurt and deformed by the dress of ridiculous 
fashions; she remains forever the same, for she is 
beauty, life, truth. 

It is because the human form is not and cannot be at the 
mercy of fashion or the tate of an epoch that the beauty 
of woman is eternal. It is the guide of human evolution 
toward the goal of the human race, toward the ideal of 
the future which dreams of becoming God. 

The architet, the sculptor, the painter, the musician, 
the poet, all understand how the idealization of the 
human form and the consciousness of its divinity are at 
the root of all art created by man. A single artist has 
lost this divinity, an artist who above all should be the 
first to desire it - the dancer. 

Dancing, indeed, through a long era lacked all sense of 
elemental natural movement. It tried to afford the sense 
of gravity overcome - a denial of nature. Its movements 
were not living, flowing, undulating, giving rise 
inevitably to other movements. All freedom and 
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spontaneity were lo in a maze of intricate artifice. The 
dancer had to be dressed up artificially to be in keeping 
with its unnatural charater. 

Then when I opened the door to nature again, revealing a 
different kind of dance, some people explained it all by 
saying, "See, it is natural dancing". But with its 
freedom, its accordance with natural movement, there was 
always design too-even in nature you find sure, even 
rigid design. "Natural" dancing should mean only that the 
dance never goes again nature, not that anything is left 
to chance. 

Nature must be the source of all art, and dance must 
make use of nature's forces in harmony and rhythm, but 
the dancer's movement will always be separate from any 
movement in nature. 

Probably 1909. 

Pp. 77-79. 

080-083. BEAUTY AND EXERCISE (1914) [ KPACOTA M 

yriPA)KHEHME ] 

BEAUTY AND EXERCISE 

MANY years ago the idea came to me that it might be 
possible to bring up young girls in such an atmosphere of 
beauty that, in setting continually before their eyes an 
ideal figure, their own bodies would grow to be the 
personification of this figure; and that through 
continual emulation of it and by the perpetual practice 
of beautiful movements, they would become perfect in form 
and gesture. This has long appeared to me to be the type 
of the ideal school of dancing. 

Having in mind, as I have said before, that form and 
movement are one, I thought it necessary for the culture 
of beautiful movement to tend as carefully the growing 
figures of my pupils as a gardener tends the shapes of 
his fruit and flowers. 

With this aim I placed in my schools different ideal 
representations of the female form, taking even those of 
the very first years - bas-reliefs and sculptures of 
dancing children, books and paintings showing the child 
form as it was dreamed of by the painters and sculptors 
of every age; paintings of dancing children on Greek 
vases; little Tanagra and Boeotian figures; Donatello's 
group of dancing children, which is a radiant childish 
melody; Gainsborough's Dancing Children. 
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All these figures have a certain fraternity in the naive 
grace of their form and movement, as if the children of 
every age met and joined hands through the centuries. The 
real children of the schools, moving and dancing amidst 
them, must resemble them, must reflect unconsciously, in 
their forms and movements, a little of this infantile joy 
and grace. And that is a first step towards growth in 
beauty, the first step of the new dance. 

I also place in my schools figures of young girls 
dancing, running, jumping, those young Spartan girls who, 
in the gymnasiums, were trained to hard exercises, so 
that they might become the mothers of heroic warriors, 
those light runners who took part in the annual games, 
exquisite terra-cotta figures with flying veils and 
floating garments; young girls dancing hand-in-hand at 
the Panatheneas. They represent the aim to be attained by 
the pupils of my schools, who soon learn to feel an 
intimate love for these figures, and in trying each day 
to resemble them are permeated with the secret of their 
harmony. For I believe that it is only by awakening a 
strong wish for beauty that beauty can be obtained. 

To attain this harmony they must every day do special 
exercises chosen for the purpose. But these exercises are 
chosen so as to coincide with their own will, so that 
they are accomplished with good humor and eagerness. Each 
one of them is not only a means to an end, but an end in 
itself, and this end is to make perfect and happy each 
day of life. 

The purpose of these daily exercises is to make of the 
body at each period of its development an instrument as 
perfect as possible, an instrument for the expression of 
that harmony which, permeating everything, is ready to 
flow into bodies which have been prepared for it. The 
exercises begin by a simple gymnastic preparation of the 
muscles to make them strong and flexible; the first 
dancing steps only begin after these gymnastic exercises 
are completed. They consist at first of a simple rhythmic 
walk, learning to walk slowly to the sounds of a simple 
rhythm, then to walk quicker to the sound of more 
complicated rhythms, then to run, at first slowly, then 
to jump lightly at a certain moment of the rhythm. 

By means of these exercises the pupils learn to read the 
notes on the scale of movement as the notes of music are 
learnt on the scale of sound. Later, these notes can be 
made to harmonize with the most various and subtle 
compositions. But these daily exercises are only one part 
of the studies. The pupils, always dressed in free and 
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graceful draperies during their sports, in the playing 
fields, during their walks or in the woods, run and jump 
naturally until they have learned to express themselves 
by movement as easily as others can express themselves by 
word or song. 

Their studies and observations are not limited to the 
forms of art, but are specially directed towards the 
movements of nature. The movements of the clouds in the 
wind, the waving of trees, the flight of birds, the 
whirling of leaves, all have a special signification for 
them. They learn to observe the special quality of each 
movement. They develop a secret sympathy in their souls, 
unknown to others, which makes them comprehend these 
movements as most people cannot. For every fiber of their 
bodies, sensitive and alert, responds to the melody of 
Nature and sings with her. 

How often, returning from these studies, coming to the 
dance room, have these pupils felt in their bodies an 
irresistible impulse to dance out one or another movement 
which they had jut observed! A Dionysian emotion 
possesses them. 

And thus in time, I think, some of them will come to the 
composition of their own dances. But even when they are 
dancing together, each one, while forming part of a 
whole, under group inspiration, will preserve a creative 
individuality. And all the parts together will compose a 
unified harmony that will bring a new birth to the world: 
will make live again the flaming beauty of the dramatic 
Chorus, the Chorus of tragedy, the eternal hymn of the 
struggle between man and Destiny. 

The culture of the form and movement of the body is 
practised today in two ways: by gymnastics and by 
dancing. Both should go together, for without gymnastics, 
without the healthy and methodical development of the 
body, the real dance is unattainable. Gymnastics should 
form the basis of all physical education; the body must 
be given plenty of light and air; its development must be 
carried out methodically; the whole vital strength of the 
body must be brought to its full expansion. This is the 
business of the professor of gymnastics. Then comes 
dancing. Into a body that has been harmoniously developed 
and brought its highest degree of energy, the spirit of 
dancing enters. Movement and culture of his body form the 
aim for the gymnast; for the dancer they are only the 
means. Thus, the body itself must be forgotten, for it is 
only a harmonious and well adapted instrument whose 
movements express not only the movements of the body, as 
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in gymnastics, but also the thoughts and feelings of a 
soul. 

(1914) 

Pp. 80-83. 


084-085. THE DANCE IN RELATION TO TRAGEDY (1915) [ TAHED, 

OTHOCMTEJIbHO TPArEflMM ] 

THE DANCE IN RELATION TO TRAGEDY 

THE DANCE of the past reached its highest point when it 
formed the Chorus of Greek tragedy. At the sublime moment 
of the tragedy, when sorrow and suffering were most 
acute, the Chorus would appear. Then the soul of the 
audience, harrowed to the point of agony, was restored to 
harmony by the elemental rhythms of song and movement. 

The Chorus gave to the audience the fortitude to support 
those moments that otherwise would have been too terrible 
for human endurance. 

This is the highest aim and object of dancing. To take 
its legitimate place in tragedy with music and poetry, to 
be the intermediary between the tragedy and the audience, 
creating complete harmony between them. 

My work for the dance has always had this end in view, 
this light has always been before me: to restore the 
dance to its true place as Chorus, the very soul of 
tragedy. Up to a very short time ago dancing in the 
modern theatre was conceived as a sort of interlude, a 
pleasant filler, far removed from a living rapprochement 
with drama. It was in 1898, while studying Gluck's music, 
that I seemed to have discovered the bridge that would 
restore the dance to its true sphere. Gluck better than 
anyone else understood the Greek Chorus, its rhythm, the 
grave beauty of its movements, the great impersonality of 
its soul, stirred, but never despairing. 

I studied the movements for choruses and dances in the 
works of Gluck with the desire to draw the movements of 
dancing nearer to the intent of the Chorus in a tragedy. 
It has been objected that this was never Gluck's 
intention. I differ from that opinion. Gluck often spoke 
in passionate terms of sincere movements, of true 
gesture. He pleaded for nature, and though he wrote for 
the ballets of his day, I am sure it was the gracious 
image of bodies moving freely, of garments blown about by 
the wind, that inspired him. He knew the Greek vases: he 
must have been influenced by their running, leaping 
figures. And so, in dancing the choruses and dances of 
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Orpheus, I do not try to represent Orpheus or Eurydice, 
but the plastic movements of the Chorus, the tragic 
Chorus . 

(1915) 

Pp. 84-85. 

086-087. THE GREEK THEATRE (1915) [ TPEHECKMM TEATP ] 

THE GREEK THEATRE 

THE GREEK theatre was built not for the audience, but 
for the artist, with whom the audience was only too 
pleased to collaborate. The Greek theatre, moreover, 
represented a collaboration between the architect, the 
dramatist and the theatre artist. 

The architect said to the dramatist, "What form of 
theatre do you wish for your work?" and the dramatist 
replied, "That form in which the greatest number of 
people can see, hear and feel at the same moment with the 
same intensity and equal proportions." 

The architect said to the dancer, "What form?" and the 
dancer, spreading his arms in a great circle, replied 
"That form which enables me to take a vast audience into 
my arms - the form of theatre in which all the people 
sitting there will feel the significance of a simple 
gesture in equal vision of form and proportion - a form 
of theatre in which my magnetic force can go forth from 
me covering the people in uninterrupted rays as the sun's 
light covers the earth." 

And to the actor: "What form of theatre?" The actor 
replied: "That form in which a simple tone of my voice, 
going on the natural currents of its sound waves, will 
stir the hearts of a vast multitude sitting before me in 
places one not more fortunate than the others; in which 
the emotion I give will flow from one to another - 
infectious, all-compelling waves of emotion going from me 
to them and returning to me ." 

And so was the Greek theatre built. There were no 
"boxes," no gallery, no balconies, no parquette. The 
Greek was essentially a democratic theatre. As artists 
are the priests of a religion, so all people before a 
great art manifestation should be equal. 

Greek tragedy sprang from the dancing and singing of the 
first Greek Chorus. Dancing has gone a long way astray. 
She must return to her original place - hand in hand with 
the Muses encircling Apollo. She must become again the 
primitive Chorus, and the drama will be reborn from her 
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inspiration. Then she will 
sister art of tragedy, she 
great, impersonal, eternal 


1915 . 

Pp. 86-87. 


again take her place as the 
will spring from music - the 
and divine wellspring of art. 


088-089. EDUCATION AND THE DANCE [ 0EPA30BAHME M TAHEU, ] 
EDUCATION AND THE DANCE 

THE SCHOOL of the dance should have two aims or visions. 
One of these is of the earth and the other is of 
production. In forming my school I had primarily in mind 
the aim to contribute this most important discovery to 
the education of the child - not to a particular group of 
children but to all the children in the world: the dance 
is the most natural and beautiful aid to the development 
of the growing child in its constant movement. And only 
that education is right which includes the dance. 

When I founded my first school in 1905 I was only 
twenty-two years old. The basic reason for my putting in 
my whole capital, the first fruits of my success, and of 
sacrificing my personal career at that time, was a 
feeling of compassion for the misunderanding and the 
torture that the average child goes through in the name 
of modern education. My primary reason for founding this 
school was not, as people seem to think, to train 
children for the theatre. Instead, while I myself was 
till almost a child, I was dreaming of educating and 
forming around me young disciples who would be inspired 
by my idea, living with me day by day and later helping 
to give to every child in the world the art that I had 
given them. For every child that is born in civilization 
has the right to a heritage of beauty. 

My theories soon bore fruit. Within two years the school 
transformed insignificant, sickly and badly formed 
children into frescoes that out-rivalled the loveliness 
of Donatello or Luca della Robbia. There is no more 
simple and direct means to give art to the people - to 
give a conception of art to the working man - than to 
transform his own children into living works of art. The 
children of my school at an early age learned to sing the 
chorals of Mendelssohn, Mozart, Bach and the songs of 
Schubert; for every child, no matter of what class, if he 
sings and moves to this music will penetrate the 
spiritual message of the great masters. 
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And so the first great aim of my school was social and 
educational. But I succeeded so well in giving this 
expression to the children that the bourgeois hailed them 
as phenomena, and were willing to pay large sums to put 
them on the stage and stare at them through opera 
glasses. How many times have I come out after a 
performance and explained: "These dancing children whom I 
have formed in my school are not performing as theatre 
artist. I bring them before you simply to show what can 
be accomplished with every child. Now give me the means 
to work this experiment in a greater field, and I will 
further prove that the beauty which you applaud to-night 
can be the natural expression of every child in the 
world. " 

But in order to carry out such a vast project it was 
necessary to have the supervision and aid of a 
government. Having appealed in vain to all the 
governments of Europe and America, I accepted an 
invitation from the Soviet Government to found a school 
in Moscow. 

Pp. 88-89. 

090-091. TERPSICHORE (1909) [ TEPnCMXOPA ] 

TERPSICHORE 

WHAT must we do to bring Terpsichore back amongst us 
again? We must recover: 1. the ideal beauty of the human 
form; and 2. the movement which is the expression of this 
form. 

All my research and study in the field of the dance have 
been founded on these two principles. 

Always the lines of a form truly beautiful suggest 
movement, even in repose. And always the lines that are 
truly beautiful in movement suggest repose, even in the 
swiftest flight. It is this quality of repose in movement 
that gives to movements their eternal element. 

All movement on earth is governed by the law of 
gravitation, by attraction and repulsion, resistance and 
yielding; it is that which makes up the rhythm of the 
dance. 

To discover this rhythm, we must listen to the 
pulsations of the earth. The great composers - Bach, 
Beethoven, Wagner - have in their works combined with 
absolute perfection terrestrial and human rhythm. And 
that is why I have taken as a guide the rhythms of the 
great Masters; not because I thought I could express the 
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beauty of their works, but because, in surrendering my 
body unresistingly to their rhythms I have hoped to 
recover the natural cadences of human movements which 
have been lost for centuries. 

There are documents wherein the two beauties are fixed 
in a perfect state - the ideal beauty of the human form 
and the ideal beauty of movement; these are the Greek 
vases collected in museums. 

In the thousands and thousands of figures which I have 
studied on these vases, I have always found an undulating 
line as the point of departure. Every movement, even in 
repose, contains the quality of fecundity, possesses the 
power to give birth to another movement. 

With the exception of some grotesque figures, or those 
dating from a poorer era, I have not found, for example, 
a single drawing in which the foot is raised to a line 
perpendicular to the body. Even on the vases with figures 
expressing Bacchic frenzy, this movement is unknown. That 
is because it expresses a "stop"; one knows that it 
cannot continue, that it can only be its own end. 

On the other hand, in the leaping figures with bent 
knees, one senses that the movement goes on: there is in 
this movement an eternal element - one which follows the 
undulating line of the great forces of Nature, on which I 
have based all the movements of my dance. That is but one 
example, but one finds in thousands of figures the same 
principle. 

One of the commonest figures in the Bacchic dances is 
that with the head turned backward. In this movement one 
senses immediately the Bacchic frenzy possessing the 
entire body. The motive underlying this gesture is in all 
nature. The animals, in Bacchic movement, turn back the 
head: in tropic countries, at night, the elephants turn 
their heads; dogs baying at the moon, lions, tigers. It 
is the universal Dionysiac movement. The waves of the 
ocean form this line under a storm, the trees in a 
tempest. 

(1909) 

Pp. 90-91. 

092-096. THE DANCE OF THE GREEKS [ TAHEH, TPEKOB ] 

THE DANCE OF THE GREEKS 

THE ONLY way to accomplish a re-birth of the dance is to 
restore it to its original place. To know the true place 
of the dance it is necessary to study history. 
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The oldest of the dances that were an art were those of 
Asia, and of Egypt - which influenced the Greek dance. 

But those earlier dances were not of our race; it is to 
Greece that we must turn, because all our dancing goes 
back to Greece. What, then, was the Greek dance? 

For centuries before Aeschylus the people danced. They 
danced together and expressed thus their collective 
emotion, joyous, warlike, or sorrowing. It was out of 
this dance of the people that the Chorus developed, and 
the Chorus was the real beginning of tragedy. 

There was later added to the Chorus the first actor. 

This actor recounted the incident, expressed the special 
feeling which the drama aroused in him; while the Chorus 
danced and sang as before, remaining on a plane above the 
drama. 

Aeschylus added to this spectacle one or two actors. But 
the Chorus remained, for him, the soul of the tragedy. 

The actors represented only an incidental recital, 
details of the action, while the Chorus soared far above 
men's actions. Entering at the most poignant moment of 
emotional tension, it brought a lyric exaltation, the 
eternal and divine point of view. Deepest soul of 
Tragedy: the Chorus was Wisdom or Reason or Joy or Sorrow 
eternal. 

But Sophocles, by increasing the number of actors 
lessened the role played by the Chorus. Euripides in turn 
increased the number of characters and thus further 
decreased the importance of the Chorus. Still, in the 
Bacchae, at the highest point touched in tragedy, it is 
still the Chorus which, with the God Dionysus, is the 
Bacchic expression; whereas the charactters are not the 
intoxication itself but only beings under the influence 
of that intoxication, moved by an emotion of which they 
cannot attain the essence. 

After Euripides the decadence came quickly. The value of 
the Chorus was no longer recognized. The end came in 
Rome, when the Chorus was replaced by mere mimes. They 
even undertook to mime Oedipus! Tragedy was dead. 

Later, much later, efforts were made to revive tragedy: 
efforts admirable for the sincerity and the spirit of 
those who made them; but certain fundamental errors gave 
false direction to them, and made the realizations 
imperfect. The most serious of these errors was the 
failure to understand this truth: Tragedy is incomplete 
without the Chorus. 

It was the ancient tragedy that Monteverde and other 
artists of his time wished to re-create. Monteverde had 
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no intention of composing operas. "Opera" is a 
meaningless word. He intended to accomplish a renaissance 
of tragedy. But he made the error of giving the actors 
the task of expressing the soul of the music - a role 
reserved by the Greeks for the Chorus. This error was 
more firmly established by the followers of Monteverde. 
Thus the first steps in the Renaissance followed a path 
that led away from the true form of tragedy. 

Gluck, finally, revolted. One may say that he found 
again the Chorus. He made it sing. But the opposition he 
met with cramped his genius. He lived in an artificial 
and affected era. In tragedy he forgot the drama and the 
actor. 

Richard Wagner re-found the drama, but he mistook the 
role of the Chorus; or at least he transferred it to the 
characters. The drama lives in the fortunes of the 
characters: it is the weaknesses or the grandeur in the 
soul of Oedipus, and what happens to him, that interests 
us. Drama develops out of the reactions of the characters 
toward each other and under the action of Fate. But 
Wagner thought to lift the characters above the drama, to 
give them the role of the Chorus. Thus in the second act 
of Tristan and Isolde, Brangane, with her song that is 
too slow to be that of a protagonist in the drama, 
represents the Chorus. Tristan and Isolde, in their duet 
of love, become their own Chorus; because whenever two 
characters speak together even one word, they cease being 
the characters of the drama and become interpreters of 
the abstract, become the Chorus. 

That brings us to modern times. We can understand now 
what we have lost and what we must find again. 

How, today, shall we give back to the dance its original 
place? By identifying it again with the Chorus. It is 
necessary to give back the tragic Chorus to the dance, 
and to give back the dance to the other arts. The Chorus 
of tragedy is the true place of the dance. It is there 
that it must be, associated with tragedy and with the 
other arts. All the rest is decadence. 

In the time of Sophocles dancing, poetry, music, 
dramaturgy and architecture formed one harmonious unity, 
as a single art manifested in different ways, truly one 
and the same thing. The association of tragic art and 
architecture was intimate, almost a fusion. All that went 
to complete a performance seemed shaped by the same law - 
that is, in the image of the ideal man or the man-god. 

The characters and the Chorus, center of the drama, were 
the center of a harmonious ensemble, like the solar 
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plexus at the center of the man. Toward them everything 
converged; from them everything went out like rays from a 
light. 

Often at an hour when Athens was scarcely yet awake, I 
have danced in the Theatre of Dionysus. I have sensed how 
everything there was shaped in accordance with this same 
harmony. My place in the theatre was the center of the 
orchestra, and the gestures of my arms, before me, traced 
the lines following the natural horizon once formed by 
the top of the rings of seats. Today this harmony is 
destroyed. 

The arts that were then grouped around tragedy have 
become separated. Architecture has turned aside: the 
builders of modern theatres have followed personal plans, 
obedient to the commercial idea, and have put up 
buildings inconvenient for both public and actors. 

The dance thought that it could live separately, by 
itself - and it has arrived at that anomalous thing, the 
ballet. In either theatre or music hall the ballet is 
without true significance, without any accord with art. 
Even if all the world danced, the ballet still would be a 
false thing, for in the ballet the dance aspires to be 
everything, to take the place of poetry and drama. 

The proof that the dance cannot exist alone is that it 
finds recourse to pantomime. The pantomimists pretend to 
speak with gestures; they try to imitate language. Art is 
more natural; it does not imitate, it does not seek out 
equivalents, it does not pretend to speak - it has its 
own language. 

The Greek music is lost, so that the poetic text of the 
Choruses is no more than an indication out of which the 
harmony is lacking. In our own times we have no music 
created for the dance. It is thought that the dance is 
unworthy of beautiful music, and it is therefore deprived 
of it. The great geniuses of music alone have had rhythm 
in their work. That is why I have danced to the rhythms 
of Bach and of Gluck, of Beethoven and of Chopin, of 
Schubert and of Wagner, because practically they alone 
have understood and have expressed the rhythm of the 
human body. 

Wagner is the closest approach to a musician for the 
dance. But with him music absorbs everything. Certainly 
it is an offense artistically to dance to such music, but 
I have done it by necessity, because this music is 
awakening the dance that was dead, awakening rhythm. I 
have danced to it, driven by it as a leaf is driven 
before the wind. 
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After many years of study I have arrived at this 
conclusion: the natural rhythm of the human body and the 
rhythm of contemporary music are in complete disaccord; 
the simplest gesture fails to find in these notes a line 
which it can follow. But to the rhythm of the words of a 
Greek Chorus one dances easily. Just in hearing them one 
sees unfolding a frieze of sculptured figures in 
movement. The music of the Greeks must have accorded with 
the rhythms of these words. Ah, if it only could be 
recovered! 

Today the theatre is divided into two halves, each 
ignoring and scornful of the other: the theatre of music 
and the theatre of the spoken word. Everything must be 
undone. The most beautiful dream is that of finding again 
the Greek theatre that is ideal for both spectators and 
actors. To bring to life again the ancient ideal! I do 
not mean to say, copy it, imitate it; but to breathe its 
life, to recreate it in one's self, with personal 
inspiration: to art from its beauty and then go toward 
the future. The subjects of the dramas can be modern. But 
to find again the ancient idea, and, by a miracle of love 
and devotion, to unite anew the arts and the artists! 

To unite the arts around the Chorus, to give back to the 
dance its place as the Chorus, that is the ideal. When I 
have danced I have tried always to be the Chorus: I have 
been the Chorus of young girls hailing the return of the 
fleet, I have been the Chorus dancing the Pyrrhic Dance, 
or the Bacchic; I have never once danced a solo. The 
dance, again joined with poetry and with music, must 
become once more the tragic Chorus. That is its only and 
its true end. That is the only way for it to become again 
an art. 

May the artists unite and accomplish this miracle of 
love! 

Pp. 92-96. 

0 97-0 98. YOUTH AND THE DANCE [ MOJIOflEX M TAHEH, ] 

YOUTH AND THE DANCE 

THE CHILD is gloriously full of life. He leaps 
endlessly, filled with the intoxication of movement. He 
is a young animal, growing in the midst of a joyous 
exaltation, drawing in with the intensity of all his 
being the forces for his future life. 

The growing of the child, and all his movements, bear 
witness to a harmonious rhythm expressing all growing 
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life. To "train" the child it is only necessary to 
understand that the surest road, and the most beautiful, 
is to surround his living with an atmosphere of graceful 
movement. From this early environment a deep love of 
beauty will naturally develop. 

For an understanding of the dance, the activities of the 
child should be directed into the channels natural to the 
tastes and capacities of childhood. It is not necessary 
to ask of him great effort: let him breathe joyously, 
give free rein to his natural animation, having care only 
for the harmonious growth of his body. Above all do not 
force on him movements toward which his nature rebels, 
but only lead his spirit and his body into accord with 
the most noble movements and the most spiritual 
expressions of mankind. Then the body becomes a spirit 
whose gestures are its language, and the young soul opens 
out to light, beauty and everlaling love. 

Let the child thrill to this quiet training, as to those 
artists whose human existence has ended but who have left 
an immortal music. 

Let the child dance as a child: don't impose on him the 
attitudes and the gestures of an epoch which had nothing 
in common with simple living and true humanity - of the 
ballets of Louis XIV. 

Let his dances express the soul of the child, at first 
in the beauty and the lack of self-consciousness that 
belong to babyhood, then in accord with youthfulness, 
then with adolescence. Don't teach young girls to imitate 
either nymphs or houris or courtesans, but make them 
dance like the vestals of ancient times, who consecrated 
themselves two thousand years ago. 

Conserve to the adolescents their strength and their 
full-lived youth. Do not dress them in fantastic 
costumes, which make them look like clowns or languishing 
lovers. Rather let their dance be the reflection of the 
eternal ideal of glorious youth - youth's dreams and 
aspirations made living. Let their dance be born of 
joyousness and strength and courage. Let it breathe the 
holy spirit of sacrifice of the young soldier! 

And when they become embodiments of the modern vestals, 
they will be transformed: women in love with love and 
with the joy of motherhood. At this moment their dance, 
completed and distinctive, will be the most beautiful of 
all. 

Yes, let us admire the natural dance of the young women 
and the young men, their transformation, under their 
pulsating rhythm - in their dance that is perfect and 
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complete, containing all life and bringing the dancers 
close to the gods. The crowd will follow their steps, 
will watch their attitudes, becoming one with them in a 
perfect harmony, combining, on their side, the most noble 
expression of human life and the clear call of divinity. 

When that day dawns, that day of final happiness, we 
shall know the fulfillment of the sublime rhythms of 
Beethoven's Symphonies. 

Pp. 97-98. 

099-100. DEPTH [ rjIYBMHA ] 

DEPTH 

THE TRUE dance is an expression of serenity; it is 
controlled by the profound rhythm of inner emotion. 
Emotion does not reach the moment of frenzy out of a 
spurt of action; it broods first, it sleeps like the life 
in the seed, and it unfolds with a gentle slowness. The 
Greeks understood the continuing beauty of a movement 
that mounted, that spread, that ended with a promise of 
re-birth. The Dance - it is the rhythm of all that dies 
in order to live again; it is the eternal rising of the 
sun. 

It is not for us to arrive at knowledge; we know, as we 
love, by instinct, faith, emotion. 

Emotion works like a motor. It must be warmed up to run 
well, and the heat does not develop immediately; it is 
progressive. The dance follows the same law of 
development, of progression. The true dancer, like every 
true artist, stands before Beauty in a state of complete 
suspense; he opens the way to his soul and his "genius", 
and he lets himself be swayed by them as the trees 
abandon themselves to the winds. He darts with one slow 
movement and mounts from that gradually, following the 
rising curve of his inspiration, up to those gestures 
that exteriorize his fullness of feeling, spreading ever 
wider the impulse that has swayed him, fixing it in 
another expression. 

The movements should follow the rhythm of the waves: the 
rhythm that rises, penetrates, holding in itself the 
impulse and the after-movement; call and response, bound 
endlessly in one cadence. 

Our modern dances know nothing of this first law of 
harmony. Their movements are choppy, end-stopped, abrupt. 
They lack the continuing beauty of the curve. They are 
satisfied with being the points of angles which spur on 
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the nerves. The music of today, too, only makes the 
nerves dance. Deep emotion, spiritual gravity, are 
entirely lacking. We dance with the jerky gestures of 
puppets. We do not know how to get down to the depths, to 
lose ourselves in an inner self, how to develop our 
visions into the harmonies that attend our dreams. 

We are always in paroxysms. We walk angularly. We rain 
ourselves always to hold a balance between points. We are 
ignorant of the repose of a descent, and the comfort of 
breathing, of mounting again, skimming, returning, like a 
bird, to rest. The bird never struggles. The dancer ought 
to be light as a flame. Even violence is the greater when 
it is restrained: one gesture that has grown slowly out 
of that reserve is worth many thousands that struggle and 
cut each other off. 

Pp. 99-100. 

101-104. THE GREAT SOURCE (1913) [ BEJIMKMM MCTOUHMK ] 

THE GREAT SOURCE 

THERE was a time when I filled many notebooks with notes 
arid observations, when I burned with apostolic fire for 
my art, and gave myself up to deep convictions and naive 
daring. At that time I wanted to make over human life, 
down to its least details of costume, of morals, of way 
of living. But that was ten years ago. I have had, since, 
the leisure to discover the vanity of those noble 
ambitions, and I am satisfied now with the joys of my 
work, preoccupied by my art itself. 

One explains the dance better by dancing than by 
publishing commentaries and treatises. An art should be 
able to do without all that, moreover; its truth will 
blaze forth spontaneously if it is really beautiful. 

And so, I do not wish to spin theories or put down a set 
of principles. But I may perhaps say, without being 
accused of preaching, what has always been my underlying 
thought about the dance. 

For me the dance is not only the art that gives 
expression to the human soul through movement, but also 
the foundation of a complete conception of life, more 
free, more harmonious, more natural. It is not. as is too 
generally believed, a composition of steps, arbitrary and 
growing out of mechanical combinations - which even if 
they serve well as technical exercises cannot pretend 
that they constitute an art. This is the means, not the 
end. 
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I have studied thoroughly the represented figures of all 
ages and of all the great master-artists, and I have 
never yet seen one shown walking on the points of the 
toes or raising the leg to the height of the head. These 
ugly and false positions do not at all express that state 
of Dionysiac abandon which the dancer must know. True 
movements, moreover, are not invented; they are 
discovered - just as in music one does not invent 
harmonies but only discovers them. 

The great and the only principle on which I feel myself 
justified in leaning, is a constant, absolute and 
universal unity between form and movement; a rhythmic 
unity which runs through all the manifestations of 
Nature. The waters, the winds, the plants, living 
creatures, the particles of matter itself obey this 
controlling rhythm of which the characteristic line is 
the wave. In nothing does Nature suggest jumps and 
breaks; there is between all the conditions of life a 
continuity or flow which the dancer must respect in his 
art, or else become a mannequin - outside Nature and 
without true beauty. 

To seek in Nature the most beautiful forms and to 
discover the movement which expresses the soul of those 
forms, that is the task of the dancer. Like the sculptor, 
with whom he has so much in common, the dancer should 
draw his inspiration from Nature alone. Rodin wrote: "In 
sculpture it is not necessary to copy the works of 
antiquity. One must rather observe the works of Nature 
first, and then see in the works of the ancient sculptors 
only the way in which Nature has been interpreted." 

Rodin is right; and in my art I have not at all copied, 
as is believed, figures from Greek vases, friezes or 
paintings. I have learned from them how to study Nature, 
and when certain of my movements recall gestures seen on 
the works of art, it is only because they likewise are 
taken from the great natural source. 

I am inspired by the movement of the trees, the waves, 
the snows, by the connection between passion and the 
storm, between the breeze and gentleness, and so on. And 
I always put into my movements a little of that divine 
continuity which gives to all of Nature its beauty and 
lif e. 

That is not saying that it is enough jut to wave the 
arms and legs, in order to have a natural dance. In art 
the simple works are those which have cost the most in 
the effort for synthesis, of observation and of creation; 
and all the greatest masters know what is the co of true 
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accord with the great and unrivalled model that is 
Nature . 

Since I was a child I have spent twenty years of 
incessant labor in the service of my art, a large part of 
that time being devoted to technical training - which I 
am sometimes accused of lacking. That is because, I 
repeat, technique is not an end but only a means. 

The dance, in my opinion, has for its purpose the 
expression of the most noble and the most profound 
feelings of the human soul: those which rise from the 
gods in us, Apollo, Pan, Bacchus, Aphrodite. The dance 
must implant in our lives a harmony that is glowing and 
pulsing. To see in the dance only a frivolous or pleasant 
diversion is to degrade it. 

There are continual reactions of the body and the spirit 
which the ancients did not neglect, but which we too 
often have misunderstood. Plato danced, as did the 
magistrates and the officers in the ancient republics; 
this custom gave to their thoughts a grace and a balance 
which have immortalized them. That is only natural: the 
attitude we assume affects our soul; a simple turning 
backward of the head, made with passion, sends a Bacchic 
frenzy running through us, of joy or heroism or desire. 
All gestures thus give rise to an inner response, and 
similarly they have the power to express directly every 
possible state of the feelings or thought. 

Every movement that can be danced on the seashore, 
without being in harmony with the rhythm of the waves, 
every movement that can be danced in the forest without 
being in harmony with the swaying of the branches, every 
movement that one can dance nude, in the sunshine, in the 
open country, without being in harmony with the life and 
the solitude of the landscape - every such movement is 
false, in that it is out of tune in the midst of Nature's 
harmonious lines. That is why the dancer should above all 
else choose movements that express the strength, health, 
nobility, ease and serenity of living things. 

(1913) 

Pp. 101-104. 

105-106. RICHARD WAGNER (1921) [ PMXAPfl BArHEP ] 

RICHARD WAGNER 

It seems to me that the compositions of Wagner cannot be 
considered as the work of one artist or as the expression 
of one country. They are rather the entire revolt and all 
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the feeling of an epoch, expressed through the medium of 
Richard Wagner. 

That is why it seems so petty to have wished to abandon 
this music during the war; for the work of Wagner flows 
through every drop of blood in every artist of the world, 
and his mighty rhythm has become part of every heart-beat 
of each one of us. For Wagner is more than an artist: he 
is the glorious far-seeing prophet, liberator of the art 
of the future. It is he who will give birth to the new 
union of the arts, the rebirth of the theatre, tragedy 
and the dance as one. 

He was the first to conceive of the dance as born of 
music. This is my conception of the dance also, and for 
it I strive in the work of my school. For in the depths 
of every musical theme of Wagner, dances will be found: 
monumental sculpture, movement which only demands release 
and life. 

It is of this music that critics are wont to say, "It is 
not written for the dance"; but it is from this music 
that the dance, so long lifeless in the embryo, is being 
born again. In comparison with this new-born dance, the 
posed attitudes of the dancers of the Opera appear to us 
like the figures in the wax-works museums. 

The theatre will live again in all its glory only when 
the dance once more takes its true place, as an integral 
and inevitable part of tragedy. It is because I believe 
this that I have dared to dance to the music of Wagner - 
yes, that I have raised my hands, vibrant with ecstasy, 
to the harmonious chords of Parsifal. 

Do you understand the gigantic task that is imposed on 
us, before we can wrench from this music the torrential 
movement that must come - the glorious child-birth of the 
Dance ? 

1921. 

Pp. 105-106. 

107-108. A LETTER TO THE PUPILS (1919) [ nMCbMO K 

YUEHMhAM ] 

A LETTER TO THE PUPILS 

Please don't let any one persuade you to try to dance to 
Debussy. It is only the music of the Senses and has no 
message to the Spirit. And then the gesture of Debussy is 
all inward - and has no outward or upward. I want you to 
dance only that music which goes from the soul in 
mounting circles. Why not study the Suite in Re of Bach? 
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Do you remember my dancing it? Please also continue 
always your studies of the Beethoven Seventh and the 
Schubert Seventh, and why not dance with Copeland the 
seven Minuets of Beethoven that we studied in Fourth 
Avenue? And the Symphony in G of Mozart. And there is a 
whole world of Mozart that you might study. 

Plunge your soul in divine unconscious Giving deep 
within it, until it gives to your soul its Secret. That 
is how I have always tried to express music. My soul 
should become one with it, and the dance born from that 
embrace. Music has been in all my life the great 
Inspiration and will be perhaps some day the Consolation, 
for I have gone through such terrible years. No one has 
understood since I lost Deirdre and Patrick how pain has 
caused me at times to live almost in a delirium. In fact 
my poor brain has more often been crazed than any one can 
know. Sometimes quite recently I feel as if I were 
awakening from a long fever. When you think of these 
years, think of the Funeral March of Schubert, the Ave 
Maria, the Redemption, and forget the times when my poor 
distracted soul trying to escape from suffering may well 
have given you all the appearance of madness. 

I have reached such high peaks flooded with light, but 
my soul had no strength to live there - and no one has 
realized the horrible torture from which I have tried to 
escape. Some day if you understand sorrow you will 
understand too all I have lived through, and then you 
will only think of the light towards which I have pointed 
and you will know the real Isadora is there. In the 
meantime work and create Beauty and Harmony. The poor 
world has need of it, and with your six spirits going 
with one will, you can create Beauty and Inspiration for 
a new Life. 

I am so happy that you are working and that you love it. 
Nourish your spirits from Plato and Dante, from Goethe 
and Schiller, Shakespeare and Nietzsche (don't forget 
that the Birth of Tragedy and the Spirit of Music are my 
Bible), and with these to guide you, and the greatest 
music, you may go far. 

Dear children, I take you all in my arms. And here is a 
kiss for Anna, and here one for Therese, and one for 
Irma, and here is a kiss for Gretel and one for little 
Erika - and a kiss for you, dearest Lisel. Let us pray 
that this separation will only bring us nearer and closer 
in a higher communion - and soon we will all dance 
together a Reigen. All my love. 

(1918 or 1919) 


47 



Pp. 107-108. 


109-115. MOSCOW IMPRESSIONS (1921-1927) [ MOCKOBCKME 

BnEMATJIEHMN ] 

MOSCOW IMPRESSIONS 

(These letters about her attempt to found a school of 
the dance under the Communist State in Russia are grouped 
to indicate I. D/s enthusiasm, her planning, her methods 
of teaching, and the final discouragements she met. The 
first is an open letter to the English press; it exists 
in her own handwriting - so that no one need be tempted 
to think that it was put out by the Soviet publicity 
offices. The second is unaddressed; the third a letter in 
French beginning Cher Camarade; the fourth to Augustin 
Duncan; the others apparently to Soviet officials.) 

[Letter to the English press] 

THIS coming to Russia is a tremendous experience, and I 
would not have missed it for anything. Here at last is a 
frame mighty enough to work in, and for the first time in 
my life I feel that I can stretch out my arms and 
breathe. Here one feels that perhaps for the second time 
in the world's history a great force has arisen to give 
capitalism, which stands for monstrous greed and 
villainy, one great blow. The dragon, man-eating, labor 
exploiting, has here received his death stroke. What 
matters it that in his final throes he has cast 
destruction about him? The valiant hero who smote him 
still lives, though enfeebled from the deadly struggle, 
and from him will be born a new world. 

A new world, a newly created mankind; the destruction of 
the old world of class injustice, and the creation of the 
new world of equal opportunity. That is the work one is 
viewing here, and for this work it fills my soul with joy 
and pride that I am called upon to assist in its first 
steps, in the teaching of the children. A great school of 
new beings who will be worthy the ideals of the new 
world. A community of boys and girls to live in a great 
school, to form the future men and maidens who will be 
the upholders of Communism - future idealists. 

Relegated to the past is the old ideal of youth, with 
its limited prize of monogamistic love and its narrow 
ideal of family life as the goal of existence. The future 
love will be not "my family" but "all humanity", not "my 
children" but "all children", not "my country" but "all 
peoples". 
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I salute the birth of the future community of 
International love. 

[Letter unaddressed] 

Moscow is certainly one of the most interesting if not 
the most interesting center of the world today. Yes, 
despite the hardship and suffering, here is a source. I 
would rather be here today than in any so-called 
prosperous city, and the suffering I observe seems to me 
at least a more beautiful expression than the new-rich 
and the munition-proprietors, smug and overfed, riding 
about in automobiles in search of pleasure, which they 
seldom find. Let them come here to feed the Volga 
district - they might find happiness by reflection. 

I predict that Moscow will soon be the most sought out 
city, a sort of spiritual Klondike. Tired artists, 
idealists, searchers after truth, will all be flocking 
here to this great well-spring of spiritual enlightenment 
for mankind. For my part, that art with which I was born 
and which I know all the children of the world are in 
need of, I hope to give here, to these children who are 
suffering from the want of all material things. I will 
give them this great Spiritual treasure of my art, not 
served up in copies and caricatures that have been made 
of it, paralysed by theories and killed by sytems - 
Dalcroze and others - but this art spontaneous and true, 
as God gave it to me, as Walt Whitman said, "for 
reasons". 

[Letter Cher Camarade] 

The magnificent idea of giving music for the people - 
are we going to see that dropped? I have seen the people 
here listening to music only in the churches, and there 
the music is very beautiful, but mixed with such a large 
portion of shallow superstition that it is more harmful 
than good. Why not have a great theatre where the people 
can enter freely, as in a church, without tickets, at 
least on Sunday afternoons and evenings; where one could 
give successively the symphonies of Beethoven, the music 
of Wagner, Bach, Schubert, etc., and where all the 
children can dance? 

[Letter to Augustin Duncan] 

I am hard at work here at present, all day, selecting 
talented children from the hundreds and hundreds that 
apply. It looks as if all the children in Russia wanted 
to come to this school, and it is very touching to see 
the eagerness of these children, and their desire to 
learn something beautiful. I think that at last we have 
the promised school. I am giving a performance on the 7th 
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of November, at the Grand Opera House, for an audience of 
Communists: Tchaikowsky's Sixth Symphony and Marche Slav. 
Conditions have changed here; all places in the theatres 
are now paid for. Mine will be the only performance that 
is given this winter free for the people. I have been 
here three months; we have already a school with two 
studios, a rose-colored one and a blue one - the curtains 
of which I brought from Paris. We have beds for a hundred 
children, and in the neighborhood a great salle where I 
will teach five hundred children each day.... 

The streets of Moscow are the picture of the song of the 
"Open Road" of Walt Whitman. He was the first Bolshevik. 

I am never tired of the crowds in the streets. A painter 
would find great opportunities here - life and color on a 
big scale. Steichen would be wild with joy. You should 
tell him to come here. . . . 

The theatre life in Moscow is most progressive and 
intense. There are two or three Art theatres, with such 
futuristic ideas that Stanislavsky seems quite old- 
fashioned, but he is still the greatest artist of all. 
Thursday night we saw Oscar Wilde's Salome in the Kamerny 
Theatre, where they believe that every actor should be 
dancer, singer, pantomimist. They have a symphony 
orchestra, and dance, sing, declaim, all in one. The 
effect is somewhat Chinese, only without the Chinese 
imagination. Fine color, form, wonderful light effects, 
some beautiful bodies; the only criticism I could make is 
a lack of subtlety and imagination, and everything coming 
more from the outside than within. Also a contradiction 
between symbolic gesture and at other moments a complete 
realism - as when Salome wipes the floor with the head of 
John the Baptist. I decided that they did not quite know 
whether they were symbolists or realists, but I admired 
the tremendous amount of work and care they evidently put 
into it. It is a wonderful architectural theatre, built 
on the same scale as Bayreuth.... But I do not approve of 
the custom here of non-applauding public; it makes too 
great a division between the actors and public. I think, 
on the contrary, one should work toward a theatre in 
which the public would take part more and more in the 
performance, even in eventual responses, singing of 
choruses, etc. The public here seems quite dead, and in 
the different concerts I have gone to, I look in vain for 
the great enthusiastic public of before the war. 
Enthusiasm of the public is necessary to give life to the 
artist. 
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We have already six American pupils, three English and 
two French, so you see the school is international. 

[Letter to Soviet officials] 

This summer the children of my school who have lived and 
studied here for three years, under the most difficult 
circumstances, enduring cheerfully a life of hardship, 
held a meeting together and decided that in spite of the 
fact that they had no material wealth of any sort, they 
felt the need to give their art to others. They decided 
that they would call a meeting of a thousand children of 
workers and teach them the Art which had given themselves 
a new life of beauty. 

A meeting took place in the Great Sports Ground of the 
Red Stadium, at whose head is the Comrade Podvoisky. With 
the help of Comrade Podvoisky classes were organized and 
every afternoon of the last three months of this summer 
our brave little class of forty have taught hundreds of 
children to dance. 

Children who came to the first meeting pale and weak, 
who could at first hardly walk or skip or raise their 
arms to the sky, have become transformed under the 
influence of the air, the sunshine, the music and the joy 
of dancing taught them by our young pioneers. Their 
costume is a simple tunic without sleeves and reaching 
only to the knees. 

Movement is a language as powerful and expressive as 
words. I could not explain my lessons in words to these 
children, but I spoke to them by the language of 
movements, and they, by their responsive movement, showed 
me that they understood. 

"Children, place your hands here, as I do, on your 
breast, feel the life within you; this movement means MAN 
- and the children answered in chorus, 'Chelovek'; and 
now, raise the arms slowly upwards and outwards towards 
the heavens, this movement means UNIVERSE; - the children 
chorused, 'Vselennaya'. Let your hands fall slowly 
downwards to the EARTH - and the chorus responded 
'Zemlia.' Now, stretch your hands towards me in love, 
this means COMRADE - chorus, 'Tovarisch' ." 

I watched these hundreds of children dancing. Sometimes 
they resembled a field of red poppies swaying in the 
wind, at other times, seeing them rushing forward 
together, one perceived that they were a horde of young 
warriors and Amazons, ready to do battle for the ideals 
of the New World. 

But the best of all was the enthusiasm and happiness of 
the children themselves - how they loved to throw 


51 



themselves heart and soul into beautiful movement; and 
when song was added to the dancing, it seemed that their 
entire being was lifted in exaltation of the complete and 
joyous rhythms of youth. 

I would respectfully call to your notice that my school 
is the only artistic effort formed during Communism that 
has constantly, through me and through my pupils, 
awakened in all the towns of Russia the heartfelt, 
genuine enthusiasm of the Workers, of their wives and of 
their children. I danced alone, and afterwards with my 
pupils, for the miners in Baku in their own theatres and 
for their children; for Communists throughout all the 
theatres of Russia, and for the children of Lenn Staat 
outside of Kief, not once but many times, gratuitously; 
and during that time I was paying my own expenses from my 
private bank account, drawn from the sale of my property 
in France. 

I was forced to leave this School from lack of any 
support whatever from the Soviet Government, while I saw 
other schools that had raised no enthusiasm among the 
workers and whose tendencies were frankly unhealthy and 
decadent, supported by the same Government that had 
refused me aid for my work. 

When the children of my School danced before the 
Workers, they arose and shouted with joy, and why? 

Because they themselves were the children of workers and 
because I had taught them to express, in simple and 
natural movements, the heroic struggles and ideals which 
were nascent in their blood. Therefore every worker could 
understand their Art, and the proof is that my school, 
now dancing in China, is at once understood and acclaimed 
by the Chinese workers. They have expressed a wish to 
have this dancing taught to their children. 

The letter about this is the first word I have heard 
from the school for six months, and the first knowledge I 
have had that they are in China. I wish to protest that 
this School which I formed at the sacrifice of my fortune 
and person, and for which I had become naturally 
boycotted by all my former friends and audiences in 
Europe, should be allowed to pass from my control and 
into the hands of private speculation. Those sacrifices 
that I made, I made gladly for the cause of the people; 
but when it comes to the exploitation of my work by 
private organization without so much as asking my advice 
- I must protest! This is an exploitation of my art which 
I would not have expected, considering the primary object 
of my visit to Russia was to escape from just such 
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exploitation of Art, which Soviet Russia condemned Europe 
for in 1921. 

The Camerade Lunacharsky wrote of my school: "Isadora 
Duncan wanted to give a natural and beautiful education 
to every child. The Bourgeois society, however, did not 
understand this and put her pupils on the stage to 
exploit them for money. We will know how to act 
differently". 

I ask when? 

1921-1927. 

Pp. 109-115. 

116-120. REFLECTIONS, AFTER MOSCOW (1927) [ PA3MHMJIEHLLS, 

nOCJIE MOCKBLI ] 

REFLECTIONS, AFTER MOSCOW 

YOU ASK me to give my impressions of Soviet Russia. You 
will readily understand that not all the people living in 
Russia see alike the events there taking place. The 
avowed Communists, those who go to the extreme of wanting 
to see equal opportunity and happiness for all, actually 
do see the door open to the workers of the future; 
whereas the bourgeois, having in the past lived in a 
selfish security and comfort, can see and only want to 
see in these same changes what they call "the end of 
Russia". 

Always great artists have had this dream: to create 
their art for all humanity, for the people. 

Unfortunately, for those of our time this dream cannot 
become reality, because in every country where it might 
be realized, they have before them always the same public 
that which is able to pay the demanded price for good 
seats. All the students and the poorer people - those 
whose spirit urges them toward the beautiful - are 
deprived almost entirely of the artist's work; or else, 
if occasionally they do enjoy it, they are obliged to sit 
in "nigger heaven", where usually the acoustics are very 
bad and the view of the stage distorted. 

I have always worried over this condition. That is why, 
hoping to see my dream finally become reality, I turned 
toward Russia, when the Soviet Government announced that 
it was going to open the theatre to all the people. 

In 1905 in Berlin I had already tried the experiment of 
giving recitals for the workingmen. These occasions had 
been quite successful. I had found among those simple 
people a touching appreciation, which proved that I had 
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brought into their lives a fresh experience of light and 
beauty. 

It was then that I founded in Berlin a school, free to 
the children of working people. My plan was to develop a 
small group who would later become the teachers of the 
boys and girls of the working class. 

No government recognized the value of my school, or the 
beauty of my idea. Even my pupils after a while were so 
transformed by the training I gave them that they came to 
consider themselves talented artists, so that they forgot 
their mission and left the group, to follow impresarios 
who were ready to exploit them and to take them on 
recital tours through all the world. 

After fifteen years of work and care, I found that I 
must begin my task all over again. One young girl only 
was faithful to me, preferring to be true to the trust I 
had put in her. She followed me to Moscow, where she is 
now, directing my workers' school. 

People have never understood my true aim. They have 
thought that I wished to form a troupe of dancers to 
perform in the theatre. Certainly nothing was farther 
from my thoughts. Far from wishing to develop theatre 
dancers, I have only hoped to train in my school numbers 
of children who through dance, music, poetry and song 
would express the feelings of the people, with grace and 
beauty. 

Alas! It took only too short a time to learn that I 
could not carry out this work unaided; I must find a 
government enlightened enough to support it. I went 
successively to America, to France, to England, to Greece 
- and no one of these countries would give me aid. It was 
only natural that I should turn to the Soviets, when they 
announced the plan of making the theatre free to all. Was 
not that my only way, my unique opportunity to bring my 
school into existence? 

In 1921 I believed that my dream had actually taken 
form, for on arriving in Moscow I found the theatres 
really open to all, and filled with workers at every 
performance. On my part, I gave several recitals before 
thousands of poor people. I had the joy of absolute 
expression. For the first time in my artistic career, it 
seemed to me that the horizon was widened. 

This hope did not last long, since in 1922, with the 
change in political control, all the artists' dreams of 
giving art without charge to the workers faded away. The 
theatre became again a commercial enterprise. While the 
concerts had been free, many artists complained that the 
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workers did not understand the works of Beethoven, and 
that not understanding them they were incapable of 
listening to them quietly. This was caused entirely by 
the too abrupt change from a life of hard labor to the 
highest summits of art. To develop the taste of the 
working people, it is necessary to begin at the beginning 
- that is, with the children. 

The children of my school, four or five years old, in 
learning to move in harmony with the rhythms of Schubert 
or of Mozart, or in the minuets of Beethoven, acquire 
gradually and without effort a taste for this music; and 
with natural instinct they learn to discern the 
difference between superior music and poor music. 

They are taken often, moreover, to visit the museums, 
and helped by explanations they understand very quickly 
the nobility of Egyptian, Greek or modern sculpture. 
Invariably, upon their return to the school, they try to 
re-create the different movements of the sculptured 
figures, and often they find something very beautiful in 
this way. Thanks to this daily training, the humble 
children of the workers become themselves works of art 
which their parents can understand, and through whom they 
may come to know and to love what is beauty and grace - 
in a word, the experience of art. 

Education of the young is the only way to bring taste 
and understanding to the working class. It is one of the 
great truths that what it is impossible to teach the 
child through words will be learned easily through the 
language of movement. The pedagogues have rarely 
understood the necessity of training the body of the 
child. German and Swedish gymnastics have in view only 
the development of the muscles; they neglect the proper 
correlation of spirit and body. I have taken as a 
foundation for my teaching that a child should never be 
given a movement that would not at the same time be an 
expression of the soul. A child ought to dance as 
naturally as a plant grows. An inner force ought to come 
to the surface and find expression. But in modern 
gymnastics it is the other way round: a force from the 
outside directs the movements under control of the will. 
Every animal in nature moves in harmony with the 
universal rhythm. It is only the child of man that finds 
itself controlled by unnatural movements. 

Since the founding of my school in 1905, there have been 
formed, all over the world, thousands of schools which 
have copied - or thought they copied - my system. They 
all have made one fundamental mistake: I have no system. 
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My only purpose and my only effort have been to lead the 
child each day to grow and to move according to an inner 
impulse; that is, in accordance with Nature. But all 
these schools have made the same mistake of dissecting 
the child's movements, and laying them out in geometric 
patterns, instead of letting all the natural grace and 
loveliness come to expression. 

No art antique or modern has been able to reveal all 
that man can be when inspired by his highest aspirations, 
in terms of movement. William Blake alone has given an 
indication of it. Nietzsche had a vision of it, for he 
called on all humanity in the strophes of Beethoven's 
Fifth Symphony. Nevertheless, this vision is not 
impossible to realize, for I have seen the little 
children of my school, under the spell of music, drop all 
materiality and move with a beauty so pure that they 
attained the highest expression of human living. But to 
attain that height, the dance cannot be thought of as an 
amusement or as an exhibition on a stage before an 
audience avid of sensations. Until that day when the 
dance becomes the expression and the perfection of the 
crowd, it will be only a sort of gymnastic, a revelation 
of mediocrity. 

At Moscow I worked during a whole summer with hundreds 
of workers' children. Their lessons were given in the 
open air. At the end of the season the results of the 
course were truly marvelous. From all parts of the city 
people came to see the children dance and sing. Alas, 
when winter came I was obliged to abandon the work, 
having no studio large enough, and above all having no 
way of providing adequate heat. It was sad to see the 
disappointment and despair of the children who had 
commenced to live a new and finer life in their dancing. 
Still, that which I did for Russia I am ready to begin 
doing again, for any other country whose government will 
give me the necessary aid. 

The day is coming when a grand international school of 
children, where there will be a fairer conception of 
life, will open the doors of the future to a new 
humanity. This school that I have wanted to found for 
twenty years, I hope for with a confidence ever 
increasing. 

1927 . 

Pp. 116-120. 
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121-127. DANCING IN RELATION TO RELIGION AND LOVE (1927) 

[ TAHEL1 B OTHOIIIEHMM K PEJIMrMM M JItOEBM ] 

DANCING IN RELATION TO RELIGION AND LOVE 

SINCE the earliest days of man's civilization, since the 
first temple that he constructed, there has always been a 
God, a central figure in the temple. The pose of this God 
is also an expression of his being and might be called a 
dance. 

In 1899 I first saw Eleonora Duse in London, playing in 
a thirdrate play called The Second Mrs. Tanqueray. The 
play goes through two acts of utter vulgarity and 
banality and I was shocked to see the divine Duse lending 
herself to such commonplace characterization. At the end 
of the third act, where Mrs. Tanqueray is driven to the 
wall by her enemies and, overcome with ennui, resolves to 
commit suicide, there was a moment when the Duse stood 
quite still, alone on the stage. Suddenly, without any 
special outward movement, she seemed to grow and grow 
until her head appeared to touch the roof of the theatre, 
like the moment when Demeter appeared before the house of 
Metaneira and disclosed herself as a Goddess. In that 
supreme gesture Duse was no longer the second Mrs. 
Tanqueray, but some wonderful goddess of all ages, and 
her growth before the eyes of the audience into that 
divine presence was one of the greatest artistic 
achievements I have ever witnessed. I remember that I 
went home dazed with the wonder of it. I said to myself, 
when I can come on the stage and stand as still as 
Eleonora Duse did tonight, and, at the same time, create 
that tremendous force of dynamic movement, then I shall 
be the greatest dancer in the world. At that point in The 
Second Mrs. Tanqueray, Duse's spirit rose to such exalted 
heights that she became a part of the movement of the 
spheres. This is the highest expression of religion in 
the dance: that a human being should no longer seem human 
but become transmuted into the movements of the stars. 

In 100 A. D. there stood on one of the hills of Rome a 
school which was known as the Seminary of Dancing Priests 
of Rome. The boys were chosen from the most aristocratic 
families. More than that, the had to possess lineage 
which dated back many hundreds of years an upon which no 
stain had ever fallen. Although they were taught all the 
arts and philosophies, dancing was their chief 
expression. They would dance in the theatre at the four 
different seasons of the year Spring, Summer, Autumn and 
Winter. On these occasions they descended from their hill 
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to Rome, where they took part in ceremonies and danced 
before the people for the purification of those who 
beheld them. These boys danced with such happy ardor and 
such purity that their dance influenced and elevated 
their audience, acting like medicine upon sick souls. It 
is of such expression that I have dreamed. 

It must always be kept in mind that there are two 
classes of dancing: the sacred and the profane. By 
profane, I do not mean sinful but simply that dancing 
which expresses the physical being and the joy of the 
senses, whereas sacred dancing expresses the aspirations 
of the spirit to transform itself into a higher sphere 
than the terrestrial. Very little is known in our day of 
the magic which resides in movement, and the potency of 
certain gestures. The number of physical movements that 
most people make through life is extremely limited. 

Having stifled and disciplined their movements in the 
first states of childhood, they resort to a set of habits 
seldom varied. So, too, their mental activities respond 
to set formulas, often repeated. With this repetition of 
physical and mental movements, they limit their 
expression until they become like actors who each night 
play the same role. With these few stereotyped gestures, 
their whole lives are passed without once suspecting the 
world of the dance which they are missing. 

Nietzsche said, "Let that day be called lost on which I 
have not danced". The entire Zarathustra is filled with 
phrases about man in his dancing being. 

I have always deplored the fact that I was forced to 
dance in a theatre where people paid for their seats; a 
theatre with its stupid boxlike stage handed down from 
the days of the Italian Guignol; and where the 
spectators' attitude is that of people who sit still and 
look but do not participate. Of course, in moments of 
great enthusiasm when the audience arises and applauds, 
they manifest a degree of dance participation. But I have 
dreamed of a more complete dance expression on the part 
of the audience, at a theatre in the form of an 
amphitheatre, where there would be no reason why, at 
certain times, the public should not arise and, by 
different gestures of dance, participate in my 
invocation. Something of this must have existed in the 
ancient cults of Apollo and Dionysus. Something of this 
still exists in the rituals of the Catholic church and 
also in the Greek church, where the congregation 
alternately rises, kneels and bows, in response to the 
invocations of the priest. I had always hoped that the 
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day would come when we could have such a temple where the 
public, participating in different ways with me in my 
dance, would arrive at a much fuller enjoyment than they 
ever will experience by simply sitting as spectators. 

Scriabine, the Russian composer, whose premature death 
saddened the musical world, was one of the world's 
greatest poets and geniuses. He not only was a great 
composer, but had the vision of complete musical 
expression in form, color and movement. When I had the 
joy of meeting him in Moscow in 1912 and telling him my 
ideas for a school and temple, he told me that the ideal 
of his life was to build such a temple in India, where at 
the same time, with full orchestral harmonies, the 
audience would be bathed in colors. His ideas were so in 
accord with my visions that we confidently looked forward 
to going to India together and participating in the 
creation of this temple. Alas, the war and his early 
death cut this short. I do not know whether Scriabine has 
ever written anything definite about his plans for 
uniting color, light and movement in an apotheosis of 
beauty, but I am convinced that one day his genius will 
find its expression through some medium. 

In childhood we feel the religious sense of movement 
poignantly, for the mind is not yet clouded with dogmas 
or creeds. Children give themselves up entirely to the 
celebration and worship of the unknown God, "Whatever 
gods may be", in fact a child can understand many things 
through the movement of its body which would be 
impossible for it to comprehend by the medium of the 
written or spoken word. Many profound secrets of the 
outer and inner meanings of Nature and natural forces can 
be given to the child through the dance. One of the first 
to understand this was Jean-Jacques Rousseau, who in his 
book Emile, or the Education of the Child, even went so 
far as to say that a child should not be taught to read 
or write until its twelfth year. Up to that time all of 
its knowledge should be gained through music and dancing. 
It is curious that although this, one of the greatest 
discourses upon the education of the child, was written 
over a hundred years ago, the most modern schools have 
not awakened to it yet and still torment the bodies of 
children, vainly striving to appeal to their immature 
intelligence through the medium of words which mean very 
little to children. 

I have often had an example of this in teaching a child 
the meaning of a poem. A simple poem which I thought any 
child would understand, the child would learn by heart, 
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but when I would question it on the meaning of the 
different verses, the response would be a jumble of words 
of which it was incapable of comprehending the real 
significance. Then I would take the same poem and teach 
the child to dance it in gesture and emotional 
translation of movement, and I would have the pleasure of 
seeing the face of the child light up with understanding, 
and would know that he had actually learned through the 
movement of this poem what he was quite incapable of 
understanding from the words. 

People have an entirely false conception of the 
importance of words in comparison with other modes of 
expression, jut as potent as words. An entire audience of 
so called respectable people, who would leave the theatre 
if anyone appeared to blaspheme or to use indecent words, 
will sit through a performance in which someone makes 
indecent movements which, if translated into words, would 
make the audience rush from the theatre. A seemingly 
modest young girl would not think of addressing a young 
man in lines or spoken phrases which were indecent and 
yet the same girl will arise and dance these phrases with 
him in such dances as the Charleston and Black Bottom, 
while a negro orchestra is playing Shake that thing! 

It is because of this that theatre censors have 
descended upon plays in New York and threatened to put 
their cast in jail for immoral propaganda, while in the 
music hall next door the movements of the dancers, if put 
into words, would be of such filth and immorality that it 
would be closed at once by the police. This is true 
because people have not learned that the expression of 
movement and of musical sounds is quite as clear to those 
who understand it as words are. To anyone who is as 
sensitive to movements as I am, nine-tenths of the 
movements that are made in the ordinary drawing room 
would be shocking, not because of their indecency but 
because of their indecent sterility. Therefore, I condemn 
the modern dances not so much for the indecency of their 
expression as because they are essentially sterile and 
futile. Young people who practice them for any length of 
time generally become as futile and frivolous as the 
movements they have been practicing, just as their minds 
would become if they were fed continually on a diet of 
penny novels and bad poems. I say it is of the utmost 
importance to a nation to train its children to the 
understanding and execution of movements of great heroic 
and spiritual beauty; to raise their many bans on the 
realization of sex, which is a fine thing in itself, and 
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to put these same prohibitions on the frivolous 
caricatures and symbols of sex which are found in such 
dances as the fox trot and Black Bottom. 

If, twenty years ago, when I first pleaded with America 
to adopt my school and my theories of dancing in all the 
public schools, they had acceded to my request, this 
deplorable modern dancing, which has its roots in the 
ceremonies of African primitives, could never have become 
dominant. It is extraordinary that mothers who would be 
intensely shocked if their daughters should indulge in a 
real orgy (which, after all, might not be so hurtful to 
them - since a real orgy might, like a real storm, clear 
the atmosphere for purer things) - these mothers will 
look on with smiling complacency at their daughters 
indulging in licentious contortions upon a dance floor, 
before their very eyes. 

When I was fifteen years old and I realized that there 
was no teacher in the world who could give me any help in 
my desire to be a dancer, because at that time the only 
school that existed was the ballet, I turned, as I had 
noticed all other artists except dancers do, to the study 
of nature. Is anything more marvellous or beautiful in 
nature than the study of the delicate love movements of 
plants? My imagination was first: captured by Shelley's 
wonderful poem The Sensitive Plant, and for my dances I 
studied the movements of the opening of flowers, and the 
flight of bees and the charming graces of pigeons and 
other birds. All of these seemed to be expressions of 
nature and of the love dance that runs through all life. 

I had read of the dance of the elephants in the moonlight 
and the dinosauric lifting of their trunks. The sudden 
reversal of the heads of the lions and tigers came to be 
associated in my mind with the tossing of the heads of 
the Bacchante. These are the noblest love motions in 
Nature, just as the wriggling from the waist downwards of 
such dancing as the Charleston is the most ignoble. In 
the practicing of the dance in its relation to love, we 
should practice those movements which are ennobling 
rather than those which defile the divine image of the 
naked human being. Often when people have questioned my 
morals, I have answered that I consider myself extremely 
moral because in all my relations I have only made 
movements which seem beautiful to me. 

In the old Greek myths there was always the 
transformation of the god into some element to express 
his love-making. Zeus appeared to Semele as the 
lightning; to Danae in the form of a golden mist to 
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Europa in the form of a bull; to Leda as a white swan. 
These are really only symbols of the beautiful form and 
movement of all love. This is the real dance of love - 
that element which takes on all parts of nature and 
becomes, in turn, a cloud, a mist, a fire, a bull or a 
white swan. All lovers who glory in the real beauty of 
love know these forms. And what a mockery that it should 
have come about in our epoch that one of the most 
beautiful expressions of Bacchic and sensuous love that 
has ever been written (I refer to the Bacchanal of 
Wagner's Tannhauser) should be portrayed by three ballet 
dancers, in stiff skirts, standing on the tips of their 
toes in pink ballet slippers! I saw this when I arrived 
in Bayreuth in 1905. 

People ask me, do you consider love-making an art and I 
would answer that not only love but every part of life 
should be practiced as an art. For we are no longer in 
the state of the primitive savage, but the whole 
expression of our life must be created through culture 
and the transformation of intuition and instinct into 
art. 

1927 . 

Pp. 121-127. 

128-144. FRAGMENTS AND THOUGHTS [ OPArMEHTH M MHCJIM ] 

FRAGMENTS AND THOUGHTS 

THE ART OF THE DANCE 

ISADORA DUNCAN 

(1928) 

Duncan, Isadora. The Art of the Dance. Fragments and 
Thoughts. Pp. 128-144. 

AMcenopa flyHKaH. Mckycctbo Tamga. OparMeHTbi m mbicjim. 
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"FRAGMENTS AND THOUGHTS" 

[Dec., 1906] 

My dancing is to me an instinctive thing born with me. ... 

I have danced before the public. You call me a barefoot 
dancer. To me you might as well say a bare-headed or 
bare-handed dancer. I took off my clothes to dance 
because I felt the rhythm and freedom of my body better 
that way. In all ages when the dance was an art, the feet 
were left free as well as the rest of the body; also, 
whenever the dance has had an influence on the other 
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arts--as in the beautiful bas-reliefs of dancing figures 
of the Greeks, and the lovely dancing figures of the 
Italians. Even when a painter or sculptor draws or models 
a dancing figure today, he generally portrays it with 
light draperies and without shoes. 

If you would think of this a bit you would see that the 
conception of a dancing figure as being in light drapery 
and without shoes is not mine especially, but simply the 
ideal dancing figure as thought of by all times. Then you 
would cease to use the title "barefoot dancer," which I 
confess Idetest. P129 

[Foreword for Crunewald School prospetus 1906] 

To rediscover the beautiful, rhythmical motions of the 
human body, to call back to life again that ideal 
movement which should be in harmony with the highest 
physical type, and to awaken once more an art which h has 
slept for tow thousand years—these are the serious aims 
of the school. P132 

[1921] 

In dancing simply as dancing I am not interested. To me 
dancing must be the expression of life, not merely a 
series of gymnastic ticks or pretty movements. That is 
why I dislike the ordinary ballet dancing, which 
constrains people to adopt unnatural attitudes and cramps 
the free expression of their emotions. P135 

Often I thought to myself, what a mistake to call me a 
dancer-- I am the magnetic center to convey the emotional 
expression of the Orchestra. From my soul sprang fiery 
rays to connect me with my trembling vibrating Orchestra. 
P138 

[A letter published in the Progres d' Athenes in 1920] 

In taking my soul back to the mystic sources of their 
rapture, I have , on my own part, found again the secret 
of Beauty that resides in that Holy of Holies. Out of 
that has come my dancing, neither Greek nor antique, but 
the spontaneous expression of my soul lifted up by 
beauty. 

... I have never worn antique costumes or rich ones, 
because the dance is for me the expression of the body 
reflecting the soul in ecstasy. 

Neither by gestures and attitudes nor by costumes and 
cunning draperies, but only in terms of the human body 
can the dance convey its message to humanity. Ppl39-140 
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It is possible to dance in two ways: 

One can throw oneself into the spirit of the dance, and 
dance the thing itself: Dionysus. 

Or one can contemplate the spirit of the dance--and dance 
as one who relates a story: Apollo. P140 

All promise for the future I see in a great school where 
children will learn to dance, to sing, to live for the 
Wisdom and the Beauty of the world. P140 

That the child should understand Nature, it must dance 
according to Nature's rhythm. The great event of this era 
will be the awakening of the Dance as a noble art, sister 
to Music. The dance for two thousand years has been an 
art imprisoned. All my life I have been trying to break 
its chains, to open the gates and give it back its 
freedom. Once liberated, the dance will be the great 
inspirational force among the arts: sculpture, painting, 
architecture will find new wings, and tragedy will live 
again. P141 

[A letter to a French Government official, appealing for 
a school.] 

Schools have been established, in accordance with my 
ideas, in every country. ... Unfortunately these schools 
have adopted the letter of my teaching but not its 
spirit. 

They copy the movements—but ignore the secret of the 
inner impulse. P141 

To dance is to live. What I want is a school of life, for 
man's greatest riches are in his soul, in his 
imagination. There may be a life after this one, but I 
know not what we shall have there. This is what I do 
know: our riches here on earth are in our will, our inner 
life. Pi41 

What is the first law for all art? ... I think simply this: 
"Look at Nature, study Nature, understand Nature--and 
then try to express Nature." 

... "The dance is the movements of the human body in 
harmony with the movements of the earth; and if it does 
not accord with those movement, it is false." 

That is the first law for the study of the dance: study 
the movement of Nature. P142 
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[ An interview given to a French newspaper] 

The dance is not a diversion but a religion, an 
expression of life. I teach that to the young children in 
my school; I know nothing about those who make a mere 
amusement of the dance. Life is the root and art is the 
flower. P142 

My life has known but two motives—Love and Art. And 
often Love destroyed Art--and often the imperious call of 
Art put a tragic end to Love—for these two have known no 
accord but constant battle. P143 

http://wwwll.plala.or.jp/i- 
duncanslinks/theartofthedance.html 


• THOUGHTS == MBICJIM • 

I I I I (128-129) 

I SPEAK to you this afternoon as an egotist and a person 
of one idea, an idea to which I have devoted my entire 
life, which I have so lived, so loved, so thought of, 
that I may be able to interpret its interest and beauty 
to you. 

I asked the Hon. C. D. [Chauncey Depew] last summer in 
Newport what was the object of this society and he 
replied "enjoyment." Then I looked about me. I saw 
beautiful women, lovely girls, great men, and I said to 
myself if the object of this society is enjoyment, it 
must be the highest, most exquisite enjoyment possible, 
an enjoyment that while being a delight for the time is 
also unconscious progression - as, listening to 
beautiful music, while your body is happy in the rhythm 
of sound your mind is progressing with the thought of the 
masters. I believe I have found for society a new method 
of translating this happy progression. As the musician 
uses his violin to tell of the highest thought, the 
singer the voice, I would use that greatest of all 
instruments, the human body, and its language would be 
movement. 

The idea first came to me when a little girl, gazing at 
the reproduction of Botticelli ' s "Spring Time" [Sandro 
Botticelli, Primavera, Allegory of Spring] which hung 
over our book case. It came to me what a wonderful 
movement there was in that picture, and how each figure 
through that movement told the story of its new life. And 
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then as Mother played Mendelssohn's Spring Song [Felix 
Mendelssohn, Song without words, Op. 62, No. 6, "Spring 
Song"], as if by the impulse of a gentle wind, the 
daisies in the grass would sway and the figures in the 
picture would move, and the Three Graces, arms twining 
together. . . . 

(The earliest existing fragment of I. D.'s writings, this 
is from a sheet of notes, unpunctuated, for a lecture in 
New York, 1898 or 1899, before the first trip to Europe.) 

I I I I (129-130) 

. . . If the dance is not to come to life again as an 
art, then far better that its name should rest in the 
dust of antiquity. ... I am not at all interested in 
reforming anything. I am deeply interested in the 
question: Is the dance a sister art or no; and if so, how 
shall it be brought to life as an art? And I put this 
question quite apart from myself or of my dance, which 
may be nothing - or something - simply as a question 
which must be of interest to most people. 

My dancing is to me an instinctive thing born with me. I 
danced when a little girl, because I had a passion for 
it, and since a very early age I have danced before the 
public. You call me a barefoot dancer. To me you might as 
well say a bare-headed or bare-handed dancer. I took off 
my clothes to dance because I felt the rhythm and freedom 
of my body better that way. In all ages when the dance 
was an art, the feet were left free as well as the rest 
of the body; also, whenever the dance has had an 
influence on the other arts - as in the beautiful bas- 
reliefs of dancing figures of the Greeks, and the lovely 
dancing figures of the Italians. Even when a painter or 
sculptor draws or models a dancing figure today, he 
generally portrays it with light draperies and without 
shoes . 

If you would think of this a bit you would see that the 
conception of a dancing figure as being in light drapery 
and without shoes is not mine especially, but simply the 
ideal dancing figure as thought of by all artists of all 
times. Then you would cease to use the title "barefoot 
dancer," which I confess I detest; and you would see that 
in endeavoring to found a school for the renewing of the 
dance as an art, it is quite natural that the pupils 
should follow in their dress the hint given them by the 
Great Masters in portraying the dancing figure - insomuch 
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as one takes as foundation principle that the dance is 
the body expressing itself in rhythmic movement. 

I have danced before the public continuously since I was 
a little girl; in all these years, although certainly 
there has been much blame and discussion, there has been 
on the whole a general feeling of joyous acclaim and 
encouragement coming toward me from the public. It is 
this sort of joyous encouragement that has upborne me on 
my way, for I felt it was a sort of voice from the people 
that such a dance was wanted, needed. There seemed to be 
a longing for the rhythm of movement among them; and 
always along the route I have received thousands of 
letters from young girls. All these letters read in the 
same way: "All our lives we have felt a longing to dance, 
now we think you have found the right way; won't you 
teach us?" 

Now I could not think that I could teach another what 
had been a gradual evolution of my own being and a work 
of all my life, but I felt I must give some response to 
all these questionings. And so the idea gradually came to 
me - ripening to a resolution which formed itself in my 
mind about ten years ago - to endeavor to found a school, 
whose object would be the finding of the true dancing. 

Not in any way a copy of my dance, but the study of the 
dance as an Art. I explained this purpose to my audiences 
in quite a simple way and they seemed to think it a good 
idea. Audiences in cities all over America, Germany, 
Austria, Hungary, France, wherever I told about it, 
replied, that is a good idea. I spoke always after I 
danced, and all those voices replied, we want that 
school. It was with the encouragement of these voices and 
the money earned from each representation that I at 
length founded the school in the year 1904. 

(From a handwritten draft of a letter to a CoLogne 
newspaper editor, answering an article about an 
exhibition of the work of the school girls, December, 
1906.) 

That exact knowledge and feeling which the ancient 
Greeks possessed for human form and proportion is nowhere 
better realized than when one stands in the circular 
orchestra of the Theatre of Dionysus on the south side of 
the Acropolis. Putting one's self in the place of the 
actor, and facing the thirty thousand seats which rise in 
gradual sequence on the side of the hill, one feels how 
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perfectly the soul of one man might control the spirit of 
the spectators so placed. . . . 

I I I I (131-1) 

This figure is the best example I could give of an 
emotion taking entire possession of the body. The head is 
turned backward - but the movement of the head is not 
calculated; it is the result of the overwhelming feeling 
of Dionysiac ecstasy which is portrayed in the entire 
body. The chord from the lyre is still reverberating 
through all the members. If you had before you a dancer 
inspired with this feeling, it would be contagious. You 
would forget the dancer himself. You would only feel, as 
he feels, the chord of Dionysiac ecstasy. 

(As an example of the notebook descriptions of works of 
art, mentioned in Essay XVII, this paragraph indicates 
the care with which the dancer studied out the figures in 
vase drawings, sculptures and paintings in the chief 
museums of Europe. Often there is hardly more than a 
reference to the subject of the art work, and a notation 
about its relation to the dance; at other times full 
descriptions like this.) 

I I I I (131-2) 

I have noticed that when I introduce any innovation into 
my art, the music critics insult me in the same terms 
which they employ ten years later to honor my imitators. 

I I I I (131-132) 

During the last ten years of my work I have steadily 
intended to found a school which should, if possible, 
restore dancing to its former eminence, to the eminence 
of an art. Many things have led me to believe that the 
art of dancing is in process of awakening. The 
contemplation of rhythmical movement is, and has ever 
been, a source of high pleasure to humanity. (It has been 
in every age a most important feature of religious 
ceremonies.) And the younger generation of artist and 
students are, at the present time, showing themselves 
eagerly desirous of some more perfect realization of the 
body in motion. The recognition accorded by the public to 
my efforts shows that I am not mistaken. Being convinced, 
therefore, that all that was needed was some one with a 
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strong purpose who should come forward and induce others 
to assist and co-operate in the inauguration of a work 
which may lead to great developments in the future, I 
opened my new School of Dancing in December, 1904. 

To rediscover the beautiful, rhythmical motions of the 
human body, to call back to life again that ideal 
movement which should be in harmony with the highest 
physical type, and to awaken once more an art which has 
slept for two thousand years - these are the serious aims 
of the school. 

(Foreword for Grunewald School prospectus, "The Dance of 
the Future." 1906.) 

I I I I (132) 

(The following three items are from the press files 
concerning the American tours of 1911 and 1915. They 
should be read, perhaps, as an after-piece to I See 
America Dancing. The first paragraph is written in 
Isadora Duncan's hand at the end of a discarded bit of 
press agent's "copy," as a substitute for the polite, 
optimistic, and complimentary phrases of a well-meaning 
publicity writer. The second item is from an interview 
given in London in 1921, copyrighted under that date by 
the Public Ledger Company, and published in several 
American papers. Although in general I have discarded 
interviews as unreliable, this accords so closely with 
notes and letters of the time, that I have no doubt that 
it was either dictated by Miss Duncan, or actually 
written out in answer to a request for an interview. The 
third item is from Miss Duncan's curtain speech at 
Carnegie Hall, as reported in The New York Eeeaing World 
of April 1, 1911. To these is added a fourth item, from a 
London press interview of 1921.) 

[A discarded bit of press agent's "copy"] (133) 

I call my dance American rather than classic. By 
American I mean belonging to this country essentially. 
Just as the poetry of Walt Whitman springs from the womb 
of America, and the sculpture of George Grey Barnard, so 
my dance, having its origin in the very life sources of 
this country, is the dance which belongs to America. It 
will, I believe, be the foundation of a great school of 
dancing, joined with a new school of music, which will 
make this land joyous in the future. The school of the 
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Ballet, having its birth in the epoch of Louis XIII, 
expresses in its movements and dress all the artificial 
culture of that time. It can never mean anything to the 
American people but a curious and wonderful gymnastic. 

The meaning of this dance in all its essentials is hidden 
from us. There will never be a school of the dance in 
America founded on the Ballet. 

I I I I [Miss Duncan's curtain speech at Carnegie Hall, 
The New York Eeeaing World of April 1, 1911] (133-134) 

America, when will you give me some response for what I 
might be to you? In 1898 you can read in the New York 
newspapers of my first struggles to give you my art. You 
will see some pictures of me then, a little girl seeking 
the first gesture and rhythm that would liberate the 
dance and teach the children and the youth to find the 
expression of their own free souls in movement. At that 
time your answer was to starve me almost to death and to 
cause me to fly from the country, coming to Europe on a 
cattle ship. 

Only afterward, when all the great artist and publics of 
Europe had approved my work, you allowed my return in 
1909 and gave me what is called in America a "great 
success," a success of a caprice of the moment, without 
heart or will power to understand what I had brought you 
and which led to a thousand or two copies and caricatures 
of my idea, spreading over the entire continent like a 
sickness. 

Then after years of work I brought you my school in 1915 
as a refuge from the war. You allowed these little pupils 
whom I had educated by the sacrifice of my entire fortune 
to be treated as outcasts, to suffer for lack of funds to 
keep them and finally to be turned out of the Century 
Theatre by the sheriff. 

Finally, when forced to borrow the boat fare to return 
to France and friends, I left you my six eldest pupils, 
all the treasure of my sixteen years' effort and 
struggle; girls I had taught since they were six and 
eight years old, hoping to bring them up as true 
daughters of Walt Whitman, young goddesses of great, true 
movements, to teach hundreds of little children in the 
future. 

You gave them also what you called a "great success"; 
that is, you allowed them to be exploited by managers 
from New York to San Francisco in what is called a 
theatrical tournee - one-night stands, and every day on 
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the railway, until they were sent back to me this year, 
nervous and physical wrecks, victims of this cruel 
egotism of your managers and your sensation-loving 
public; those girls who might have been a source of light 
and beauty to all the children of America. 

Do you wonder I am tired and discouraged? I know you 
will put up a monument to me fifty years after my death, 
but what good will that be? I will then be far away from 
the agony and struggle and unable to give you a great 
school and a great idea that you cannot understand or 
appreciate. 

Still I send you my love and my hope. 

In London when I danced they said my dances were taken 
from the Greek. It is not true. They are American. I am 
an American, born in California. My ancestors have lived 
in America for two hundred years. My dances are of the 
woods, the lakes, the rivers, the mountains and the 
prairies of my native land - aren't they? Some of the 
critics say my primitive art is monotonous, but if it has 
given a little joy to this great audience I am glad. 

I I I I [London press interview of 1921] (135) 

In dancing simply as dancing I am not interested. To me 
dancing must be the expression of life, not merely a 
series of gymnastic tricks or pretty movements. That is 
why I dislike the ordinary ballet dancing, which 
constrains people to adopt unnatural attitudes and cramps 
the free expression of their emotions. 

To English people, with their fine athletic bodies, 
their wide, free movements, their natural grace of 
bearing, the ballet seems essentially unfitted. Perhaps 
that is why in the past there have been no great English 
ballet dancers. 

English people have, I think, the wrong idea of beauty. 
To the majority it means something suave, softly pretty. 
To the artist beauty has a sterner meaning. Beauty to him 
is expression. Rodin's head of Balzac is ugly according 
to everyday standards, but artists know that because it 
is completely expressive it is the perfection of beauty. 
So with my new Slav dance, while I think it is the best 
thing I have done, many may think it ugly. 

I want music, art, and drama to come together. The 
spoken word is essential; it is the heart and brains of 
the theatre. The other two are its lyric ecstasy. Then 
with these three and architecture and painting combined 
our theatres will become temples. All drama should have 
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its foundation in religion, for without that it becomes 
ignoble. 

What do I think of ballroom dancing? Chiefly I am amazed 
at the great restraint shown by the dancers, who, clasped 
in one another's arms, and moving to the most lascivious 
music, till continue to behave in the most orthodox 
manner. 

I I I I (135-136) 

The dance is of the theatre at its most exalted moment. 
We must bring dancing again into the world for that 
purpose. With that ideal in mind I have again and again 
given up my personal career, as I did in 1905 when I 
adopted forty children to give them this art. It would 
have been simpler, easier, to go my own way prosperously. 
But I knew that some day the drama of the future would 
utilize dance as nobly as did that of the Greeks. Or that 
out of the dance the new drama might grow. But the world 
is impatient in these modern times. It is not willing to 
wait; it wants "results." It could not wait for a new 
thing to grow up naturally and beautifully. It begrudged 
the means, it tempted the individual dancers to go out to 
win personal successes in the market places. It has 
destroyed each successive school that I have founded. 

But the dance will return as I have visioned it. Mankind 
will not always expect those with vision to put a seed in 
the ground and bring it to flowering in a single night. 
Even now I am planning again for my long cherished 
school. In Moscow a school I have started promises 
perhaps to bring the ideal to fruition - not this year or 
next, but when children have grown up with nature, with 
beauty, with the thought of the dance in music and in 
tragedy. 

(Added to earlier articles, to close an essay for Theatre 
Arts Monthly, 1927.) 

I I I I (136-137) 

I spent long days and nights in the studio seeking that 
dance which might be the divine expression of the human 
spirit through the medium of the body's movement. For 
hours I would stand quite still, my two hands folded 
between my breasts, covering the solar plexus. 

. . . I was seeking and finally discovered the central 

spring of all movement, the crater of motor power, the 
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unity from which all diversities of movement are born, 
the mirror of vision for the creation of the dance. It 
was from this discovery that was born the theory on which 
I founded my school. The ballet school taught the pupils 
that this spring was found in the center of the back at 
the base of the spine. From this axis, says the ballet 
master, arms, legs and trunk must move freely, giving the 
result of an articulated puppet. This method produces an 
artificial mechanical movement not worthy of the soul. 

I on the contrary sought the source of spiritual 
expression, from which would flow into the channels of 
the body, filling it with vibrating light, the 
centrifugal force reflecting the spirit's vision. After 
many months, when I had learned to concentrate all my 
force in this one center, I found that thereafter when I 
listened to music the rays and vibrations of the music 
streamed to this one fount of light within me, where they 
reflected themselves in Spiritual Vision, not the mirror 
of the brain but of the soul; and from this vision I 
could express them in Dance. . . . 

The peculiar environment of my childhood and youth had 
developed this power in me to a very great degree, and in 
different epochs of my life I have been enabled to shut 
out all outside influences and to live in this force 
alone. . . . 

I also then dreamed of finding a first movement from 
which would be born a series of movements without my 
volition, but as the unconscious re-action of the primary 
movement. I had developed this movement in a series of 
different variations on several themes, such as the first 
movement of fear, followed by the natural re-actions born 
of the primary emotion, or Sorrow, from which would flow 
a dance of lamentation, or a love movement from the 
unfolding of which like the petals of a flower the dancer 
would stream as a perfume. . . . 

(This and the following two excerpts are from My Life.) 

I I I I (137-138) 

I felt such sympathy with Walter Damrosch that it seemed 
to me when I stood in the center of the stage to dance, I 
was connected by every nerve in my body with the 
orchestra and with the great conductor. 

How can I describe the joy of dancing with this 
orchestra? It is there before me - Walter Damrosch raises 
his baton - I watch it, and, at the first stroke there 
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surges within me the combined symphonic chord of all the 
instruments in one. The mighty reverberation rushes over 
me and I become the medium to condense in unified 
expression the joy of Brunnhilde awakened by Siegfried, 
or the soul of Isolde seeking in Death her realization. 
Voluminous, vast, swelling like sails in the wind, the 
movements of my dance carry me onward - onward and 
upward; and I feel the presence of a mighty power within 
me which listens to the music and then reaches out 
through all my body, trying to find an outlet for this 
listening. Sometimes this power grew furious, sometimes 
it raged and shook me until my heart nearly burst from 
its passion, and I thought my last moments on earth had 
surely arrived. At other times it brooded heavily, and I 
would suddenly feel such anguish that, through my arms 
stretched to the Heavens, I implored help from where no 
help came. Often I thought to myself, what a mistake to 
call me a dancer - I am the magnetic center to convey the 
emotional expression of the Orchestra. From my soul 
sprang fiery rays to connect me with my trembling 
vibrating Orchestra. 

There was a flutist who played so divinely the solo of 
the Happy Spirits in Orpheus that I often found myself 
immobile on the stage, with the tears flowing from my 
eyes, just from the ecstasy of listening to him, and the 
singing of the violins and the whole orchestra soaring 
upwards, inspired by the wonderful conductor. 

There was a marvelous sympathy between Damrosch and me, 
and to each one of his gestures I instantly felt the 
answering vibration. As he augmented the crescendo in 
volume, so the life in me mounted and overflowed in 
gesture - for each musical phrase translated into a 
musical movement, my whole being vibrated in harmony with 
his . 

I I I I (139) 

Man must speak, then sing, then dance. But the speaking 
is the brain, the thinking man. The singing is the 
emotion. The dancing is the Dionysian ecstasy which 
carries away all. 

I I I I (139-140) 

I have read in your issue of September 27th an article 
in which it is stated that I "will appear soon in some 
antique Greek dances," and "with sumptuous costumes." It 
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would be impossible to give a description of my art more 
completely false. 

Certainly, like every artist of our time, I have been 
inspired by Greek art, since it is the foundation of all 
our Western culture. Certainly it is true that in a 
period of sixteen years I have gone eight times to 
Greece, and that I remained there each time as long as my 
economic circumstances permitted - for to live in Greece 
is to know the very source of Beauty, the inspiration of 
my art. But that is far from saying that I wish to revive 
the ancient dances. 

To revive the antique dances would be a task as 
impossible as it would be useless. The dance, to be an 
art for us, must be born out of ourselves, out of the 
emotions and the life of our times, just as the old 
dances were born of the life and the emotions of the 
ancient Greeks. To be sure, in my youth I spent long 
hours of enthusiastic admiration before the Parthenon, 
before the friezes, the frescos, the vases, the Tanagra 
figures. 

But that was not as a step toward copying either the 
attitudes or the excellencies of those masterpieces. On 
the contrary, I studied them so long in order to steep 
myself in the spirit underlying them, in order to 
discover the secret of the ecstasy in them, putting 
myself into touch with the feelings that their gestures 
symbolized. Thus, in taking my soul back to the mystic 
sources of their rapture, I have, on my own part, found 
again the secret of Beauty that resides in that Holy of 
Holies. Out of that has come my dancing, neither Greek 
nor antique, but the spontaneous expression of my soul 
lifted up by beauty. 

For me Dionysus is not dead. He is the eternal God, all- 
powerful, who under many names and in many forms inspires 
every creative artist: Krishna, Osiris, Dionysus - and 
let us remember that Nietzsche signed his last message 
"Dionysus Crucified." 

As to the second part of your article, which speaks of 
the sumptuousness of my costumes, I have never worn 
antique costumes or rich ones, because the dance is for 
me the expression of the body reflecting the soul in 
ecstasy. 

Neither by gestures and attitudes nor by costumes and 
cunning draperies, but only in terms of the human body 
can the dance convey its message to humanity: the double 
message of Apollo and Dionysus - to the divine music of 
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Bach, Beethoven, Schubert, Wagner, the great mystics and 
prophets of our era. 

(From a letter published in the Progres d'Athenes, in 
1920. Here translated from the French - as are all of the 
next six items.) 

I I I I (140) 

It is possible to dance in two ways: 

One can throw oneself into the spirit of the dance, and 
dance the thing itself: Dionysus. 

Or one can contemplate the spirit of the dance - and 
dance as one who relates a story: Apollo. 

I I I I (140-141) 

All promise for the future I see in a great school where 
children will learn to dance, to sing, to live for the 
Wisdom and the Beauty of the world. 

Rodin has written: "When Nature is understood, then 
Progress has begun." 

That the child should understand Nature, it must dance 
according to Nature's rhythm. The great event of this era 
will be the awakening of the Dance as a noble art, sister 
to Music. The dance for two thousand years has been an 
art imprisoned. All my life I have been trying to break 
its chains, to open the gates and give it back its 
freedom. Once liberated, the dance will be the great 
inspirational force among the arts: sculpture, painting, 
architecture will find new wings, and tragedy will live 
again. 

When the dance died tragedy died, for the dance is the 
Dionysian spirit in tragedy, and without the dance 
tragedy has lost its reason for being. 

Before I danced, all dancers were imprisoned in tight 
clothes, repeating year after year some mechanical 
gestures; since I began thousands of people have begun 
dancing, in all the countries of the world, clothed only 
in light tunics, and knowing for the first time the free 
rhythm of the human body, and its accordance with the 
harmonious movements of Nature; thousands are seeking 
spontaneous movement, and the relationship of this to 
great music. Schools have been established, in accordance 
with my ideas, in every country, from Finland to South 
America. Unfortunately these schools have adopted the 
letter of my teaching but not its spirit. 
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They copy the movements - but ignore the secret of the 
inner impulse. 

(From a letter to a French Government official, appealing 
for a school.) 

I I I I (141) 

To dance is to live. What I want is a school of life, 
for man's greatest riches are in his soul, in his 
imagination. There may be a life after this one, but I 
know not what we shall have there. This is what I do 
know: our riches here on earth are in our will, our inner 
lif e. 

I I I I (142-1) 

What is the first law for all art? What answer would a 
great sculptor or a great painter make? I think simply 
this: "Look at Nature, study Nature, understand Nature - 
and then try to express Nature." 

The dance is an art like these others, and it also must 
find its beginning in this great first principle: study 
Nature . 

You answer, "How can a dancer study first in the realm 
of Nature, when the dance consists of hundreds of steps, 
and these steps are set down in the books on the art of 
the dance, and when there are all the rules and teachings 
of the ballet masters? If you wish to be dancers you must 
find a teacher of the dance." 

And I would reply: "The dance does not consist of all 
that: the dance is the movements of the human body in 
harmony with the movements of the earth; and if it does 
not accord with those movements, it is false." 

That is the first law for the study of the dance: study 
the movements of Nature. 

I I I I (142-2) 

The dance is not a diversion but a religion, an 
expression of life. I teach that to the young children in 
my school; I know nothing about those who make a mere 
amusement of the dance. Life is the root and art is the 
flower. 

How do these things concern me? One does not ask Rodin 
to watch the young girls of the world playing at 
sculpture. Why should I watch them dance? 
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(From an interview given to a French newspaper, in 
French, in answer to a question about her attitude toward 
the fashionable dances.) 

I I I I (142-143) 

True art comes from within and has no need for exterior 
decorations. In my school we have neither rich costumes 
nor ornaments, but only the beauty that rises out of the 
soul with the coming of inspiration, and out of the body 
which is its symbol. 

If my art has been able to teach anything, I hope it is 
that beauty can be found in the play of children and in 
the artlessness of their open hands. 

You have seen them today, forming a circle or crossing 
the stage - surely they are more lovely than any necklace 
of pearls! These are my jewels, and I do not desire any 
others . 

Give beauty, give freedom, give health to the children; 
give art to the people who ask for it. Great music ought 
not to serve only for the pleasure of those who are 
specially privileged; it should be given free to the 
masses. Art and music are as necessary to the people as 
the air or bread, because art is the spiritual bread of 
mankind. 

I I I I (143-1) 

I believe in each life is a spiritual line, an upward 
curve. And all that adheres to or strengthens this line 
is our real life; the rest is but as chaff falling from 
one's progress. Such a spiritual line is my Art. 

I I I I (143-2) 

My life has known but two motives - Love and Art. And 
often Love destroyed Art - and often the imperious call 
of Art put a tragic end to Love for these two have known 
no accord but constant battle. 

I I I I (143-144) 

Memory, Memory - what is Memory? 

A cracked tankard from which the wine has all leaked 
out, leaving it dry and to quench no thirst. 

78 



When I try to remember events that were so marvelous, so 
vibrant - like an apple orchard bursting with ripe apples 
- and when I put this in these words, a medium I don't 
understand, they seem like dead leaves, dry, parched, no 
juice or interest left - but that is because I am not a 
writer. When I dance it is different. 

" " (144) 

On the temple-crowned summit 
Breaks again the rising day, 

Streaming with its dawning brightness 
Down the waters of the bay! 

See, the centuried mist is breaking! 

Lo, the free Hellenic shore! 

Marathon - Plataea tells us 
Greece is living Greece once more. 

(Two verses from "INTAGLIO: Lines on a Beautiful Greek 
Antique," by Joseph Charles Duncan, father of Isadora. 
From "Outcroppings," a selection of California verse 
edited by Brer Harte.) 
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